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ABSTRACT
UNCOVERING “NEW MAN” FEMINISM: ARTHUR F. MATHEWS AT THE SAN
FRANCISCO SCHOOL OF DESIGN, 1890-1896
by Mary Okin
This thesis presents the first feminist reading of Arthur F. Mathews (1860-1945), a
once celebrated academic painter, life-drawing instructor, and arts administrator in San
Francisco. Using a case study approach, it contributes original research to existing
scholarship on Mathews, as well as the history of art education, the rise of women artists,
and male feminism in the United States. By synthesizing primary sources from the 1890s
related to Arthur and Lucia Mathews, the Académie Julian, the San Francisco School of
Design, the San Francisco Sketch Club, and the San Francisco Commission for the
Suppression of Vice, it presents new insights and suggests directions for further research.
In focusing primarily on documents from the 1890s that constitute Mathews’s
‘defense’ of women artists, this thesis diverges from existing scholarship that emphasizes
or discusses Mathews as the progenitor of the “California Decorative” style or as a
“California Arts and Crafts” designer. Instead, it engages with context largely missing
from existing scholarship on Mathews, namely his connection to the rise of women artists
in San Francisco. Using feminist methodology and a contemporary definition of the
“New Man” presented in a Women’s Suffrage campaign lecture in San Francisco in
1896, Mathews and his actions in defense of women are evaluated for the qualities
suffragists identified as the ideal partner for the “New Woman” in the twentieth century.
His ‘co-operation’ with and ‘defense’ of women artists toward a more moral and just
relationship with women exemplifies what we can define as “New Man” feminism.
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Chapter 1: Introduction
Nineteenth-century California artists have long been marginalized within scholarship
on American art. Although America was by no means monolithic in its cultural traditions
during this era, scholarship defining what constitutes important Gilded Age American art
tends to focus on the production of artists in East Coast centers such as New York City,
Boston, and Philadelphia. In part, this thesis makes a case for the importance of the
development of art in 1890s San Francisco. As California’s cultural capital, the city’s
burgeoning art scene and progressive art education policies during this time demonstrate
synchronicity between cultural developments in San Francisco and similar developments
in Europe and on the East Coast. In mapping this synchronicity using primary sources,
San Francisco’s contributions to late nineteenth-century American art are shown to be
worthy of significant and ongoing scholarly attention.
This thesis presents new research on the topics of art education, feminism, and
women artists in the nineteenth century, and explores the contributions of Arthur F.
Mathews (1860-1945), an artist whose career is summarized in current literature as a
Beaux-Arts trained American Renaissance painter, Arts and Crafts designer, and
educator, best known for developing what art historians have defined as the “California
Decorative” style.1 Trained at the progressive Académie Julian in Paris by leading Beaux
Arts painters, Gustav Boulanger and Jules Lefebvre, mature works from the height of
Mathews’s popularity in the 1910s harmonize Arts and Crafts and American Renaissance
1

Standard sources on Arthur F. Mathews and his “California Decorative” style consist of two
monographs by Harvey L. Jones, former curator of art at the Oakland Museum of California, Harvey L.
Jones, Mathews: Masterpieces of the California Decorative Style (Oakland: Oakland Museum, 1972); and
Harvey L. Jones, The Art of Arthur and Lucia Mathews (San Francisco: Pomegranate, 2006).

1

aesthetics and typically feature allegorical figures set into a recognizably California
landscape.2 These works elegantly demonstrate Mathews’s mastery of academic
composition, tonalist color harmony, and complex foreshortening. They also show his
preference for working within a limited color range of golden hues, which likely followed
from Mathews’s admiration for painters Pierre Puvis de Chavannes and James Abbott
McNeil Whistler.3
An example of his mature California Decorative style includes the recently restored
and exhibited mural, The Victory of Culture Over Force (figure 1), that functioned as the
frontispiece in Jewel City: Art From San Francisco’s Panama Pacific International
Exposition, a 2015 exhibition commemorating and reassembling art shown at San
Francisco’s 1915 World’s Fair. From the composition, one immediately notes
Mathews’s academic technique in the execution of the figures and the allegorical or
mythologized contemporary subject matter portrayed in his signature golden color palette
that creates a timeless and idealized California landscape in the late afternoon light, the
time he considered most beautiful.4 From the subject in The Victory of Culture Over
Force and a close study of Mathews’s other public murals (his preferred genre), one
recognizes his commitment to the promise of California, evident in his depiction of
California as golden, and the reference he makes to the City Beautiful in the neoclassical
2

For a full discussion of Mathews’s Parisian training see Jones, The Art of Arthur and Lucia Mathews,
24-34.
3

Jones also discusses Mathews’s connection to Puvis de Chavannes and Whistler, which is a
connection established through Mathews’s writing on the subject of murals in his self-published Arts and
Crafts magazine Philopolis. See Arthur F. Mathews, "Mural Painting, or Painting as a Fine Art,"
Philopolis, December 25, 1907, 346-47.
4

Jones, The Art of Arthur and Lucia Mathews, 94.

2

architectural structures visible in the background on the left. As in the majority of his
mature works, this painting depicts female allegorical figures standing in solidarity with
one another or shown to be demonstrating strength. The figure of Victory with her direct
gaze, monumental scale, and California-poppy-orange dress and wings, not only depicts
the allegorical embodiment of a Victorious Spirit (the painting’s alternative title), but the
victory of California and San Francisco in rising from the ashes of the 1906 earthquake
and fires, which the 1915 San Francisco World’s Fair celebrated in full. Recalling La
Vérité (1870) by Jules Lefebvre, his teacher in Paris, whose iconic nude vision of Truth
similarly carries a torch above her head, Mathews’s Victory carries forward a vision of
California’s accomplishments.

Figure 1. Arthur F. Mathews, The Victory of Culture Over Force (Victorious Spirit), 1914, Oil on canvas,
302.3 x 604.5 cm., on loan from the San Francisco War Memorial, L15.4.2. Image courtesy of the Fine
Arts Museums of San Francisco.

The state’s bountiful and serene landscapes with mythological or allegorical figures
and visions of the City Beautiful, as Mathews so frequently depicts them in the soft glow
of the afternoon light, typically function, as they do here, as a kind of locus ameonus, or a

3

productive and pleasant place for culture and art — what Mathews’s friend Frederick
Teggart described in the pages of Philopolis as “Calitopia.”5 In a sense, Mathews distills
in his mature California Decorative murals the ambitions of California’s art community
or the views he shared with colleagues who similarly aspired to create the City Beautiful,
a material aim and mindset for building a beloved city (as the title of his self-published
magazine Philopolis suggests), a city based on neoclassical American Renaissance ideals
of beauty, Arts and Crafts regionalism, and cosmopolitan progressivism guided by the
vision of artists.6 For Mathews, California was as romantic and productive a muse as
Paris or Venice, and productive not only for creating art, but for educating artists.
Visions of California as an ideal, pleasant, and productive place for art support
Mathews’s progressive vision of art instruction and art academy administration in San
Francisco, which is the focus of this thesis. While his collaboration with his wife and
former student Lucia Kleinhans (1870-1945) in mature works from the height of their
careers as decorative designers is well documented, very little attention has been paid to
the careers of many other California women artists whom Mathews taught, and who
benefitted from his leadership in instituting reforms that gave female students access to

5

Jones, The Art of Arthur and Lucia Mathews, 15. For the primary source see, Frederick Teggart, “The
Education of an Adult,” Philopolis, (25 June 1907), 3. Teggart’s essay begins, “Facing the mysterious
Ocean, into which evening ever sinks and gives place the invigorated dawn, Calitopia stands, set midmost
of the Earth, where the West, youthful and aggressive confronts in immemorial East. Most favored child of
Nature, heiress of the full treasury of man’s experience, only descendant of the lineage of Utopia…”
6

For a discussion of Mathews’s connection to the City Beautiful movement, which was actively being
envisioned and commissioned prior to the 1906 earthquake by San Francisco city leaders who hired
Chicago architect Daniel Burnham to design a city plan to be voted on in 1906 just before the earthquake
struck, see Bruno Giberti, Friend of the City: Philopolis Magazine and the Progressive Era in San
Francisco, 1906-1915, unpublished term paper, University of California, Berkeley, 1988, Oakland Museum
of California Archive. Mathews also writes extensively on the City Beautiful in essays published in
Philopolis, including Arthur F. Mathews, "The City Beautiful," Philopolis, April 25, 1907, 3-24.

4

full professional training.7 An example of what such training was intended to produce is
The First Sorrow (figure 2), a drawing by Mathews from his painting by the same title
that was published in “Art School Notes” in The Art Interchange of 1900, an article that
describes Mathews’s accomplishments as an artist and education at the School of Design.

Figure 2. Arthur F. Mathews, The First Sorrow, 1900, lithograph reproduction from a photograph of his
drawing, 9.2 x 15.9 cm., private collection of Mary Okin. In “Art School Notes” in The Art Interchange
(Oct. 1900), 100. According to The Art Interchange, this image was reproduced from a pencil drawing by
Mathews, which he sketched from his painting The First Sorrow that was exhibited the previous year at the
1899 Paris Salon. The lithograph print was created from a photograph by Miss D. Porter.

Exemplifying academic excellence in its rendering of the human form and published
for the first time since 1900 in this thesis, The First Sorrow depicts three anatomically
correct, proportional, and interlocked nude figures posed in gestures of dying and grief.
According to Harvey L. Jones, the foremost authority on Mathews, the artist developed
his subject — the death of Abel mourned by Adam and Eve — over a number of years in
7

Arthur and Lucia Mathews collaborated on projects throughout their lives together, but most
especially following the devastating San Francisco earthquake and fires, and Mathews’s retirement from
the San Francisco School of Design in 1906. Their business ventures in partnership with John Zeile Jr.
their long-time patron, included the Furniture Shop (1906-1920), which produced furniture and decorative
objects, Philopolis Press (1906-1921), which published books on the subject of California, and Philopolis
(1906-1916), a monthly magazine “for those who care,” which functioned as an aesthetic journal through
which Mathews could continue to teach his philosophy on art and vent his frustration with the city’s corrupt
leaders who, according to Mathews and others, were aesthetically and financially mishandling the
rebuilding of San Francisco.

5

the 1890s, perhaps producing multiple versions, and exhibiting this one at the 1899 Paris
Salon while on his sabbatical abroad during the 1898-1899 school year.8 From the
foreshortened male nude lying diagonally and supine on the floor in the pose of a
crucified Christ, we can understand this composition to take as reference the tradition of
The Lamentation in academic art, perhaps quoting the work of old masters like Andrea
Mantegna, whose 1480 The Lamentation of Christ similarly foreshortens a semi-nude
male. The Old Testament subject matter and the hidden or omitted sexual anatomy of the
trio of figures framed in deep shadows strips eroticism from the composition and allows
Mathews to present the idealized nude form as embodying allegorical narrative,
symbolism, and emotion, a characteristic of his mature “California Decorative” style.9
The First Sorrow also demonstrates Mathews’s skill at life drawing. As types, the
male nudes (Abel lying supine on the ground and Adam on haunches behind him)
demonstrate Mathews’s ability to reproduce realistically the adult male form, evident in
the clearly articulated relaxed or flexed muscles of both nude figures respectively.
Mathews also executes an idealized nude Eve who leans into Abel’s body on the right
from a reclining pose, her buttocks and legs facing the viewer, her head bent and in
profile next to Abel’s face in a gesture of concern and grief. As Adam and Eve lean into
each other and close to the head of Abel, their muscles, physical connection, and body
language communicate how they grieve him and comfort one another. The First Sorrow,
8

Jones, The Art of Arthur and Lucia Mathews, 49-50.

9

Mathews’s nudes tend to be demure and to explore human form as aesthetic object and idea rather
than a sexualized body, almost exclusively within paintings with mythological or religious themes. For
other examples of Mathews paintings featuring nudes, see Jones, The Art of Arthur and Lucia Mathews.
These include Judith circa 1892, Nudes in the Landscape circa 1896, Adam and Eve (The Forbidden Fruit)
circa 1897, Eve circa 1897, Pandora circa 1900, The Water Queen painted prior to 1915, and others.

6

shows why Mathews won a gold medal for drawing at the Académie Julian in Paris and
why he was invited to exhibit numerous times at the Paris Salon and prominent
international exhibitions in America.10 In drawing from his painting, he illustrated for the
readers of The Art Interchange how a complex composition is constructed and how life
drawing becomes a tool for perfecting the technical aspects of such a composition
(proportion, artistic anatomy, foreshortening, shading). The First Sorrow thereby
highlights Mathews’s European training and accomplishments, his sophistication as an
artist, and his technical skill, which were his credentials for the positions of Head
Instructor of Advanced Life Drawing and Director and Dean of Faculty of the San
Francisco School of Design from 1890-1906. With such credentials, he was ideally
suited to lead the contentious institutionalization of mandatory life drawing curriculum at
the San Francisco School of Design in 1890 and to argue effectively for its essential
value for the artistic development of male and female students alike.
By virtue of the access to excellence in academic training he offered to women
studying at his academy, exemplified by The First Sorrow and other primary sources that
reveal the rigor of his own training and, in turn, his instruction of female students,
Mathews’s direct engagement with “the woman question” in San Francisco in the 1890s
can be explored.11 His strong and public ‘defense’ of his female students’ work (such as

10

For more on Mathews’s training and exhibition in Paris, see Jones, The Art of Arthur and Lucia
Mathews, 24-33.
11

The “woman question” was a contemporary term used to describe contentious discussions regarding
gender and women’s shifting roles within western society occurring during the second half of the
nineteenth century and particularly during the Victorian era. Primary source evidence of such discussions
presented in part within this thesis, includes coverage of the Women’s Suffrage Movement, and reforms
that garnered access to higher education, training in medicine, training in fine art, and more for women.

7

his 1891 editorial “The Female Art Student: Mr. Mathews in Her Defense”), his
encouragement of women’s ambitions to pursue careers as artists, and his appeals for
support of their work within society, enabled many women to become practicing artists in
California. Further, primary sources indicate correlations between Mathews’s ‘defense’
of women artists in San Francisco and similar activity in Paris, which provide an
international context for understanding the significance of Mathews’s achievements
within a broader history of art education. Through the lens of key feminist essays
establishing ideas of art education as gatekeeper to professionalism, gender as policed
performance, the body as an idea, and the subject-object relationship, primary sources
such as contemporary ephemera and photographs related to the San Francisco School of
Design are analyzed to reveal a narrative of male feminism missing from current
scholarship on Mathews. This analysis enriches our understanding of both the
significance of this progressive artist and the contributions of San Francisco to the history
of art education and the rise of women artists in the United States as a whole. Narrowing
in focus to just Mathews’s early tenure as Director and Dean of Faculty at the San
Francisco School of Design (1890-1896), this thesis presents Mathews as a case study in
male feminism, the history of art education, and the rise of women artists in California.
A case study approach to more obscure artists whose careers and work can shed light
on larger issues in American art has been encouraged by the recently published A
Companion To American Art (2015), which features an essay by John Davis titled “Only
These reforms and their results were questioned because access to the vote and to professional training
enabled women to advocate for themselves legally and to pursue careers that led to financial independence
and provided women with greater autonomy en masse and for the first time. For a broader discussion, see
Elizabeth K. Helsinger, Robin Ann. Sheets, and William R. Veeder, The Woman Question: Society and
Literature in Britain and America, 1837-1883 (New York: Garland, 1983).

8

in America: Exceptionalism, Nationalism, and Provincialism” (2015).12 In the essay,
Davis returns to the subject of his previous article on the state of research in American
art, “The End of the American Century: Current Scholarship on the Art of the United
States” (2003) and updates his research with developments in the field occurring over the
last 12 years, which follows the initial state of research essay published by Wanda Corn
in 1988.13 One claim Davis makes in this essay is that it is the job of the Americanist art
historian to modify the all-encompassing adjective “American” with “situational
specificity” or to present studies of regional idiosyncrasies or regional iterations of
national trends that complicate our understanding of “American” art and modify the
adjective to represent more fully the diversity of culture and ideas we know to exist in
every region and state of our nation.14 As Davis suggests, it is the aim of this thesis to
present a case study of a lesser known regional painter and arts educator in order to
elucidate a clearer and richer understanding of American art history as a whole. By
looking at Mathews as educator and considering what it meant for San Francisco to have
an artist of his caliber leading its academy and arguing for gender equality, this thesis will
shift away from the existing emphases on Mathews as primarily an accomplished
American Renaissance painter and Arts and Crafts designer, and focus instead on his
relationship to the rise of women artists in San Francisco. It will reveal where his
12

See, John Davis, "Only in America: Exceptionalism, Nationalism, and Provincialism," ed. Jason D.
LaFountain, in A Companion to American Art, ed. John Davis and Jennifer A. Greenhill (Wiley-Blackwell,
2015), 317-336.
13

See, Wanda M. Corn, "Coming of Age: Historical Scholarship in American Art," The Art Bulletin
70, no. 2 (1988); and John Davis, "The End of the American Century: Current Scholarship on the Art of the
United States," The Art Bulletin 85, no. 3 (2003).
14

Davis, "Only in America,” 331.

9

progressivism with respect to women may have originated and how he is particularly
distinctive in what can be characterized as a cosmopolitan nineteenth-century male
feminist view on art education for women. A more extensive discussion of nineteenthand early twentieth-century American art education, male feminism, and women artists of
California will be the subjects of future work.
The thesis is structured in five chapters, followed by an appendix. The first chapter is
this introduction. The second chapter presents a literature review of existing research on
Mathews and introduces the primary source materials relied upon in the fourth chapter.
The third chapter presents feminist methodology used as the theoretical framework for
developing a feminist reading of Mathews. The fourth chapter presents a synthesis of
original archival research that identifies new areas for scholarly work and contributes to
the topics of art education, feminism, and the rise of women artists in the nineteenthcentury. Finally, a concluding chapter summarizes the subjects discussed and arguments
presented, as well as suggesting directions for further research and scholarly writing.

10

Chapter 2: Review of Current Literature on Arthur F. Mathews

As documented by Harvey L. Jones, the foremost authority on Arthur and Lucia
Mathews, it was not until the Oakland Museum of California (OMCA) acquired a large
collection of works by the Mathewses from Harald Wagner, a family friend and former
employee of theirs who diligently collected their work, that the couple became of
contemporary interest to curators and scholars.15 It was only after this newly acquired
collection was exhibited at OMCA in the 1970s and an accompanying monograph catalog
made widely available, that Mathews began to receive recognition regionally and
nationally and examples of his art (as well as that of his wife and their collaborative
projects) began to be accessioned through donation or purchase by prominent museum
collections. Prior to this, a few works were held in public collections as gifts from the
John Zeile, Jr. family, San Francisco art patrons and business partners of the Mathewses,
who donated a number of paintings by Mathews to what eventually became the Fine Arts
Museums of San Francisco, as well as one Mathews landscape painting accessioned by
the Metropolitan Museum of Art in 1909.16 Today, works by the Mathewses (mostly

15

Paul C. Mills discusses this in his "Introduction," introduction to Brilliance in the Shadows: A
Biography of Lucia Kleinhans Mathews, by Stephanie McCoy (Berkeley: Arts & Crafts Press, 1998), pg iviii; and in his essay, "California Art at the Oakland Museum: Memories of The Beginnings," in Plein Air
Painters of California, The North, ed. Ruth Lilly. (Irvine: Westphal Publishing, 1986), 23-30.
16

Prior to OMCA’s 1966 acquisition of Harald Wagner’s collection, only two museums held works by
the Mathewses: the M. H. de Young Memorial Museum and the Metropolitan Museum of Art. Both
museums accepted these paintings as donations from the John Zeile Jr. family, in the name of his mother,
Henrietta Zeile. For more information, see accession documents in the “Arthur F. Mathews” artist file at the
Katharine Hanrahan American Art Study Center at the Fine Arts Museums of San Francisco, and
correspondence between John Zeile, Jr. and the Gentlemen of the Metropolitan Museum of Art held in the
“Mrs. Henrietta Zeile” file, in the Office of the Secretary Records at the The Metropolitan Museum of Art
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furniture and decorative objects from the Furniture Shop) appear in the collections of
OMCA, the Fine Arts Museums of San Francisco, the Crocker Art Museum, the Santa
Barbara Museum of Art, the San Diego Museum of Art, The Huntington Library, Art
Collections and Botanical Gardens, the Los Angeles County Museum of Art, the
Metropolitan Museum of Art, the Smithsonian American Art Museum, and others.
OMCA retains the largest collection of his works and ephemera. However, although
accessions of works by Arthur and Lucia Mathews are growing nationally, the majority
of these works are not on permanent or loan exhibition, and with the exception of the two
monograph catalogs published for two major retrospective exhibitions at OMCA by
Jones, scholarship focused on Mathews alone remains quite limited.
Tracing the limited critical literature on Mathews and evaluating its structure and
content, reveals that Mathews has been characterized primarily as a regional artist whose
importance to American art as a whole is limited and generally relevant only in
scholarship specific to California art. On the one hand, this raises the stature of Mathews
as a leading regional artist, and on the other it diminishes his value nationally, and by
extension reduces interest in and visibility of his female protégés, who certainly include,
but are by no means limited to, his wife Lucia Kleinhans. In many ways, this narrow
focus perpetuates a narrative consistent with the issues facing California painters at the
turn of the twentieth century, namely the lack of recognition for the value of their work
nationally.
To use Mathews as a case study, a preliminary review of literature mentioning his
Archives. This information is further confirmed by an unpublished family history written by descendant,
collector, and independent scholar William Zeile.
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name garners only two scholarly works (a journal article and master’s thesis), two
monographs, a number of exhibition catalogs, a biography of Lucia Kleinhans, and
mentions of Mathews within various histories of nineteenth-century San Francisco
specific to the city’s arts community. With the exception of one other master’s thesis and
an unpublished research paper, these publications tend to fall within the “dominant
tradition” in Americanist scholarship that Wanda Corn identified, in the first state of
research article published on American art in 1988, as the “Documentary Monograph,” or
scholarship that is “focused upon the life and work of a single artist, a school of artists, or
a genre of art” that begins with an “archaeological approach” and aids in “the
reconstruction of careers, the description of styles, and the delineating paths of
influence.”17 Corn identifies this type of scholarship as a vital and necessary first step in
developing the field and points out the benefits of such essential work, namely
documentation where none has existed previously, and the drawbacks of such projects,
which typically lack theoretical methodology or critical analysis to any significant
degree. Thus, many California artists, including Mathews, remain within Corn’s
description of the “archaeological survey” and more publications engaging critically with
their work are needed within the Americanist field.
Another problem Corn identifies is that most books in the Americanist field in 1988,
and certainly most books on the subject of California art since, are published by figures in
the art market or funded by galleries hosting exhibitions of nineteenth-century California
paintings for sale, rather than museum or scholarly publications or articles in peer17

Corn, "Coming of Age," 191. This article was the first scholarly publication tracing the state of
research in American art.
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reviewed scholarly journals.18 While the study and exhibition of Mathews do not fit this
mold entirely, and while it is well beyond the scope of this thesis to question why
preferential treatment and heavier investment in theoretical engagement with American
art has been made and continues to be made primarily with respect to work by
nineteenth-century American artists living and working contemporaneously in East Coast
centers, questions of geographical bias or preference are worth considering. This may be
because much of the scholarship on California artists remains in its essential primary
stage of documentation where none existed previously and thus, as Corn argues, limited
critical literature and theoretical engagement has been undertaken with Mathews and
other California artists. As discussed in the introduction of this thesis, one way this can
be addressed is through a case study approach that uses an exceptional, if
underrepresented, California artist or topic that can, as advocated by John Davis,
elucidate important considerations for the study of American art and culture as a whole.
This case study based thesis intends to do just that.
To understand how this thesis contributes to existing scholarship, it is important to
trace and evaluate the development and scope of available scholarly publications related
to Mathews and his career in San Francisco. Documentation and scholarship on Arthur
and Lucia Mathews began in earnest in the 1960s when a large collection of their works
was acquired by the Oakland Museum of California under the leadership of Paul C.
Mills.19 Prior to this, information about Arthur and Lucia Mathews was limited to
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Corn, 193.
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Mills, “Introduction,” pg. i-viii.
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primary sources.20 The first serious studies of Arthur and Lucia Mathews came from
Harvey L. Jones, former curator of art at the Oakland Museum of California (OMCA).
As curator, Jones pursued research on the Mathewses extensively, wrote monographs for
two retrospective exhibitions, Mathews: Masterpieces of the California Decorative Style
(1972) and Art of Arthur and Lucia Mathews (2006) respectively, and remains the
authority on Arthur and Lucia Mathews. Jones’s monographs catalog all known works,
recover some lost and missing paintings, identify repositories for these works (including
private collections), document artists’ timelines with major career milestones, and create
what has come to be the dominant art historical narrative that identifies Arthur and Lucia
Mathews as the progenitors of what Mills and then Jones argued became the “California
Decorative” style.21 Jones also included Mathews in essays for other exhibitions, such as
California Design 1910 (1980), Twilight and Reverie: California Tonalist Painting,
1890-1930 (1995), and “Plein Air Painting in Northern California,” from Selections from
the Irvine Museum (1992), which emphasize Mathews’s sphere of influence as an arts
educator in conjunction with Lucia Mathews and the work of his male protégés.22 While
Jones’s books serve as catalogues raisonées of Arthur and Lucia Mathews and represent
20

These include contemporary newspapers, contemporary magazines, San Francisco Art Association
or Panama-Pacific International Exposition art exhibition catalogs, Gene Hailey, "Arthur Frank Mathews,"
in California Art Research: Arthur Mathews, Gottardo Piazzoni, Anne Bremer, vol. VII (San Francisco:
Works Progress Administration, 1937); and mention within Eugen Neuhaus, Painters, Pictures and the
People (San Francisco: Philopolis Press, 1918), an early history of California painting by a University of
California at Berkeley professor, artist, and art critic.
21

See, Mills, “Introduction,” vi; Jones, Mathews: Masterpieces of the California Decorative Style
(1972); and Jones, The Art of Arthur and Lucia Mathews (2006).
22

While this essay does an excellent job of discussing Mathews as educator, Mathews’s connection
and advocacy for the rise of professional women artists in San Francisco and the names of his female
students are not mentioned.
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the most comprehensive treatment of their individual and collaborative careers, scholarly
criticism of Jones has indicated a lack of substantial contextual analysis, which suggests
that Jones takes a more archaeological than theory-based or critical analysis approach in
his scholarship.
Jones is widely credited as the leading authority on Mathews and has done an
extraordinary job of researching Arthur and Lucia Mathews. However, his monographs
have received criticism for their lack of broader context with respect to addressing the
overall stylistic development of Mathews’s American Renaissance murals and design, as
well as Mathews’s relationships with other American and European artists he may have
come into contact with through international and national expositions, such as the
Chicago Columbian Exposition in 1893. For example, Erica D. Hirshler’s review of
Jones’ authoritative monograph, The Art of Arthur & Lucia Mathews (2006) states, “what
does not appear in Jones’s study is context—of the 250 illustrations included, only four
are by other artists.” 23 She goes on to argue that artists of importance to Mathews and
the development of his mature “California Decorative” style, such as Puvis de
Chavannes, “the most admired public muralist of the late nineteenth century,” is only
mentioned briefly. Most critically, she states that “there is no discussion of decoration
and mural painting in general,” and while Jones mentions that Mathews served as a juror
for the Chicago World’s Fair in 1893, “what he took from the fair, whether he embraced
it or rejected it, is not addressed.” As this thesis points out, aside from his discussion of
Mathews’s collaboration and companionate marriage with Lucia Kleinhans, and brief
23

Erica E. Hirschler, "The Art of Arthur and Lucia Mathews," in American Furniture, ed. Luke
Beckerdite (Milwaukee: Chipstone Foundation, 2006), 231-234.
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mention of the names of several women artists who were friends with Lucia, another area
Jones leaves to future scholars is recovery of the women artists who studied under
Mathews.
To fill a small portion of this missing context, this thesis looks specifically at primary
documents relating to Mathews’s actions, statements, writing, and art relative to
progressivism in arts education in California and the professionalization of its women
artists. Although Mathews’s support of women is mentioned in Jones and elsewhere,
most publications on Mathews that mention women artists emphasize Mathews’s
education of and artistic partnership with his wife Lucia Kleinhans specifically, while
overlooking or merely mentioning a few of the many professional women artists he
trained. Thus, much more can and should be said about the historic moment Mathews
occupies within the history of art education reform in California and his support of his
female protégés who subverted gender restrictions in his classroom and beyond in their
pursuit of professionalization.
The only extensive scholarly work on Mathews is Bruno Giberti’s UC Berkeley
master’s thesis titled Rooms for a Renaissance: Interior Decoration as Practiced by
Arthur and Lucia Mathews at the Furniture Shop, 1906-1920 (1989). Contradicting the
majority of sources on Mathews, and the dominant narrative of Jones, Giberti modified
the definition of “California Decorative” by asserting that the specialized Furniture Shop
products for which the couple has become most known is more consistent with the
American Renaissance movement in its aesthetic, intention, and patterns of patronage,
and inconsistent with the designs and social aims of the Arts and Crafts Movement (in
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which these objects are typically categorized in museum exhibitions). Engaging critically
with these objects as a set, Giberti contextualizes their creation within concurrent
interests in aesthetic theories of the Arts and Crafts and the American Renaissance
movements, and ultimately argues that Arthur and Lucia Mathews created a hybrid style
more neoclassical in intention and form than Craftsman.
An example is Mathews’s 1904 painting California, an allegorical depiction of the
Golden state as a seated female figure painted with oil on canvas and housed within a
hand carved, painted, and gilded Furniture Shop frame (figure 3). Creating a distinctive
whole that functions as one piece of art bound by a California-themed decorative schema,
this painting of an allegorical female figure wearing a California-poppy dress and placed
within an idealized California landscape has been interpreted as California Arts and
Crafts in exhibitions featuring Mathews. As Giberti argues, such analysis misinterprets
this work. His master’s thesis effectively argues that the atypical pieces of furniture and
decorative objects scholars and curators have come to characterize as Mathews’s
“California Decorative” style are neoclassical rather than Craftsman in subject matter,
technique, and patronage, and therefore more closely aligned with the tenets of the
American Renaissance Movement rather than the Arts and Crafts Movement. Giberti’s
careful research shows that Mathews’s practice diverged from the Arts and Crafts values
of social good for the everyday household because, as a rule, Mathews produced
paintings and later decorative furniture and objects as luxury items for the wealthiest
citizens of San Francisco who commissioned art for their homes before and after the
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city’s devastating 1906 earthquake and fires.24 Giberti is the first to contextualize these
works within the history of decorative theory, the first to incorporate the larger history of
American women artists into a discussion of Mathews’s collaboration with his wife Lucia
Kleinhans, and the first to evaluate “California Decorative” furniture within a larger
history of American and European decorative art. Through his careful visual analysis and
meticulous archival research, Giberti argues against the persistent consensus that
Mathews can be defined as an Arts and Crafts artist. To date, he remains the only scholar
to engage extensively and critically with Mathews’s work.

Figure 3. Arthur Mathews, California, 1905, oil on canvas, 26 x 23.5 in; with Furniture Shop frame, 47.5 x
38 in., Oakland Museum of California, Oakland, California. Courtesy of the Collection of the Oakland
Museum of California, Gift of Concours d'Antiques, the Art Guild of the Oakland Museum of California.
A66.196.4.

Building upon Giberti’s research further, Brilliance in the Shadows: A Biography of
Lucia Kleinhans Mathews (1998) by Stephanie McCoy, an independent scholar, is the
24

Giberti’s argument is summarized succinctly in his conclusion, and supported by related appendixes
mapping patronage and corporate clientele. See, Bruno Giberti, Rooms for a Renaissance: Interior
Decoration as Practiced by Arthur and Lucia Mathews at the Furniture Shop, 1906-1920, Master's thesis,
University of California, Berkeley, 1989, 56-58.
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first publication to investigate fully Lucia’s career independent of her husband and
recover her as a significant San Francisco artist in her own right. To distinguish Lucia
and elevate her from the shadow of Mathews’s career, McCoy further develops Giberti’s
argument that the specialized products produced by the Furniture Shop were more than
likely Lucia’s handiwork. Both Giberti and McCoy cite the lack of textual evidence that
Mathews engaged in woodworking extensively as proof that Lucia, whose more eclectic
talents included woodworking, was likely more heavily involved in creating or decorating
the many frames, furniture, and other specialty items produced by the Furniture Shop
from 1906-1920, such as the frame for California.25 Without further supporting
documents, the exact nature of the collaboration between Arthur and Lucia Mathews in
their Furniture Shop remains unclear and under discussion in scholarship, catalogs, and
variously written wall texts attributing the works to one or both artists. However, while
exact attributions of specialty Furniture Shop items are complicated by a lack of
documentation, Mathews’s support of Lucia’s art practice and his enabling of
professional opportunities for her as an illustrator, printer, carver, and painter are well
documented. The degree to which his support may have extended to other female
protégés remains almost entirely unexplored.
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That being said, decorative frames are often considered the architecture for paintings and Mathews
did train in architecture within his father’s firm as a young man. See Jones, The Art of Arthur and Lucia
Mathews, 21. Mathews also participated in the San Francisco Guild of Arts and Crafts as one of its
organizers and supporters (discussed in chapter 4 of this thesis), he did support Decorative Design classes
at the School of Design while Director and Dean of Faculty, and sent “best wishes” in support of Frederick
H. Meyer when the latter founded the School of the California Guild of Arts and Crafts (still in existence as
the California College of the Arts). For evidence of Mathews’s support, see Martha Blazon Wrenn, “Art in
California,” The Arts and Crafts Magazine, (Oakland: California School of Arts and Crafts, 1913), 12.
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Other scholarship on Mathews focuses on his participation and role within the
prominent arts colonies of San Francisco and Monterey. Scott Shields, Head Curator for
the Crocker Museum of Art in Sacramento (one of the largest collections of nineteenthcentury California painting in the world), wrote the catalog for the Crocker’s Artists at
Continent’s End: The Monterey Peninsula Art Colony, 1875-1907 (2006) exhibition. His
essay, “Pacific Parnassus: Arthur and Lucia Mathews's Arcadia by the Sea,” relates the
couple’s history, collaboration, and involvement with the vibrant art scene near
Monterey. 26 Next to Jones, this exhibition catalog presents the most extensive number of
works by Arthur and Lucia Mathews and their contributions to the development of an
“Arcadia by the sea” aesthetic. Significantly, this exhibition catalog is rare in its
inclusion of works by lesser-known San Francisco women artists who studied under
Mathews, and in its references to his involvement in their education.27 Additionally,
“The Art of Starting Over: San Francisco Artists and the Great Quake of 1906,” an article
by Tirza True Latimer, a faculty member at the California College of the Arts in Oakland,
in the journal American Art (March 2006) focuses on San Francisco’s recovery after the
1906 earthquake and fires, and provides a scholarly reading of the aftermath of this
natural disaster. Latimer discusses in detail Mathews’s politically precarious position
within San Francisco’s arts community due to his controversial dispersal of emergency
relief funds earmarked for San Francisco artists but spent to establish a gallery for
California art in Carmel where California artists could exclusively show and sell their
26

Scott A. Shields, "Pacific Parnassus," in Artists at Continent's End: The Monterey Peninsula Art
Colony, 1875-1907 (Berkeley: University of California Press, 2006), 83-109.
27

See Appendix A.
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work.28 More pertinent to this thesis, Latimer also discusses Mathews’s engagement and
collaboration with the San Francisco Sketch Club, a women artists’ organization.29 As
discussed in Chapter 4 of this thesis, such collaboration among Mathews, other San
Francisco male artists, and the female members of the Sketch Club (many of whom
studied under Mathews at the School of Design) to organize and host art exhibitions in
1906 and 1907 (after significant destruction and losses to San Francisco’s art collections)
is consistent with the respect for women artists that Mathews had as artist, educator, and
administrator and promoted within San Francisco.
Mathews is also mentioned frequently in Birgitta Hjalmarson’s Artful Players:
Artistic Life in Early San Francisco (1999), a study that provides a social history of
nineteenth-century San Francisco and constitutes the first book-length treatment of the
Northern California art community in recent years. Written from extensive primary
source research, Hjalmarson’s book is particularly useful for this thesis as it illustrates
nineteenth-century social issues concerning the nude in art and the “new woman” in San
Francisco, as well as the ways in which these became contentious subjects for public
discourse. In documenting major events of interest to art historians and general readers
alike, Hjalmarson provides a plethora of anecdotes that demonstrate the personalities
(sometimes clashing personalities) within San Francisco’s Bohemian community. Like
the majority of other secondary sources on Mathews, Hjalmarson provides an invaluable
archaeological investigation of this period and presents the complexity of relationships
28
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among the city’s arts organizations, their stakeholders, patrons, and artists. Thus, her
work creates the first exhaustive documentation in monograph form of the nineteenthcentury San Francisco art colony, but it does not provide theoretical or critical
engagement with the larger social issues revealed by the fascinating primary source
research she undertook.
Regarding Mathews specifically, Hjalmarson discusses his training, leadership of the
School of Design, views on style, views on art, exhibition history, and the eventual
student opposition to his rigid academicism driven by shifting aesthetic interest toward
modernism. Hjalmarson is particularly helpful in providing accounts of travel and
interactions of San Francisco and East Coast artists, as well as international connections
among San Francisco artists (both male and female) and art academies, patrons, and arts
colonies established in Europe. While she documents three nineteenth-century San
Francisco women artists living and working abroad extensively, Hjalmarson neglects
discussion of the activities of local San Francisco women artists and the problems they
faced while pursuing professionalization, an area of academic study that emerged after
her book was published. While not extensive, Hjalmarson provides a foundation for
understanding Mathews’s broader cultural milieu and his place within the nineteenthcentury San Francisco art scene that surpasses Jones in the level of granular detail and
meticulous documentation she provides. While invaluable in its extensive archival
research, Hjalmarson’s approach leaves out visual analysis of the art discussed, as well as
contextualization or formal criticism of the issues raised and facts presented. In other
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words, she accomplishes an exceptionally thorough survey, but not a critical scholarly
study.

Survey Exhibition Catalogs
In the context of museum catalogs (beyond the catalogs Jones published for the two
OMCA retrospective exhibitions previously mentioned), Arthur and Lucia Mathews have
been labeled in nationally and internationally traveling exhibitions primarily as California
Arts and Crafts practitioners. Most survey exhibition catalogs, which serve as the
primary vehicle for commercially available publications on Mathews beyond Jones,
credit Arthur and Lucia Mathews primarily with original and distinctly California-themed
designs produced as hand carved frames, furniture, and decorative objects made in the
couple’s Furniture Shop. As we have seen, there is some debate about the depth to which
Arthur Mathews was involved in the production of these objects, and it is clear from
primary sources that he was first and foremost a painter. Despite Giberti’s convincing
argument to the contrary in 1989, larger encyclopedic narratives on American art within
such survey catalogs tend to echo previously published exhibition catalogs that dismiss or
are unfamiliar with Giberti and rely heavily instead on scholarship that overlooks or
glosses over Mathews’s contributions and closer connection aesthetically and
ideologically to the American Renaissance movement.
The larger narrative constructed by these exhibitions since the 1970s has thereby
simplified the work of an eclectic Mathews and his wife and largely overlooked his
importance as a nationally recognized mural and easel painter, a progressive academic
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educator, and arts community leader who significantly contributed to the rise of women
artists in San Francisco. As shown in Appendix A, when exhibitions featuring Mathews
are cataloged and compared sequentially, a dominant narrative of Mathews as Craftsman
emerges in their patterns of national and international display. Furthermore, of the
twenty-one exhibitions listed in Appendix A, only two include works by Mathews’s
female students and also mention his connection to their careers. Problematically, the
successful female art students Mathews defended and called “an increasing army” in
1890 are largely left out of histories concerning his life and the development of California
art.
An example of a recent exhibition catalog that contains works by Mathews and some
of the issues discussed in this literature review is Jewel City: Art of the Panama-Pacific
International Exhibition (2015). As mentioned in the introduction of this thesis,
Mathews’s 1914 mural The Victory of Culture Over Force (figure 1) exemplifies his
mature “California Decorative” style and served as this exhibition’s frontispiece.
Additionally, the exhibition included Mathews’s iconic California in its original
Furniture Shop frame, a work that exemplifies the collaboration between Arthur and
Lucia Mathews in the frame’s design and decoration — a collaboration that was
overlooked by both the catalog and exhibition wall text authors. In addition to omitting
Lucia’s contribution to California, the wall text for this painting, one of Mathews’s
iconic American Renaissance themed works, was labeled as an example of California
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Arts and Crafts in the exhibition wall text.30 Furthermore, while it is noteworthy for a
major retrospective to include work by two local San Francisco women artists (Euphemia
Charlton Fortune and Anne Bremer were featured in the exhibition), their connection to
Mathews was not mentioned, although he was their instructor at the San Francisco School
of Design. Significantly, several other notable local women artists who studied under
Mathews and exhibited at the fair, particularly Florence Lundborg, the only female
muralist to exhibit and win a medal for mural painting at the Panama-Pacific
International Exposition, were entirely omitted.31 While the authors of this catalog do a
phenomenal job of presenting Mathews’s contentious role in the organization of the fair
and new archival research to that effect, the lack of attention paid to his collaboration
with his wife, to their specific style, and his widespread connection to other local artists
exhibiting at the fair, especially local women artists, is consistent rather than surprising.
The Jewel City catalog does not profess to present a full picture of Mathews or of San
Francisco women artists, but, as this literature review shows, it follows in the vein of
most scholarship on Mathews in missing context related to Mathews’s life that is
30

Although she was awarded silver medals at the Panama-Pacific International Exposition (PPIE) for
her work and painted many small oil sketches of the fair (very similar to the views of Paris she created
while studying under Whistler), only cursory mention of Lucia’s involvement in the PPIE is made.
Additionally, no mention of the couple’s partnership is made, especially felt in the absence of attribution to
Lucia’s handiwork on the frame for California, a masterpiece emblematic of their partnership at the
Furniture Shop during this period. The one reference to her that is made in the Jewel City catalog concerns
a group of artists actively attempting to purchase a Gauguin mural, an incident that seems uncharacteristic
of Lucia in terms of art practice, interests, and views on what we have come to define as modern art. For
Lucia’s involvement with the PPIE, see: Jones, The Art of Arthur and Lucia Mathews, 207; and Stephanie
McCoy, Brilliance in the Shadows, 40. For mention in the Jewel City catalog, see: Gantz, Jewel City, 320.
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Lundborg painted a set of murals for the Ladies Tea Room in the California Building of the PPIE.
For a brief biography and description, see David W. Kiehl, Phillip Dennis Cate, and Nancy Finlay,
American Art Posters of the 1890s: In the Metropolitan Museum of Art, Including the Leonard A. Lauder
Collection (Metropolitan Museum of Art New York, 1987), 189.
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inclusive of women artists and that engages in critical inquiry and theoretical analysis
related to art education and the rise of women artists in California. This thesis seeks to
address both issues in its reading of Mathews and the rise of women artists in California.

Primary Sources
New scholarship on Mathews should engage existing secondary and primary source
materials concerning his milieu and the nineteenth-century San Francisco art community
as a whole in ways that provide greater context inclusive of women artists and engage
critically with primary sources using theoretical methodology. This thesis builds upon
existing literature and presents new archival research to explore larger critical issues in
American art history such as male feminism, art education reform, and the rise of women
artists. It uses feminist methodology to explore ideas that feminist scholars have put
forward regarding art education as a gatekeeper to professionalism, gender as policed
performance, the body as an idea, and the subject-object relationship.
The majority of primary sources evaluated through this methodological lens were
found in major archival collections on Mathews, such as a wealth of newspaper clippings
in the research files of the North Point Gallery and documents in the research files of the
OMCA and Fine Arts Museums of San Francisco archives.32 Digitally accessible
databases, such as Proquest’s San Francisco Chronicle, UC Riverside’s California
Digital Newspapers Collection, and the Smithsonian’s Chronicling America: Historical
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Already mentioned in the acknowledgement section of this master’s thesis, I want to take another
opportunity to thank Alfred C. Harrison of the North Point Gallery for generously offering me open access
to his extensive and exhaustive research files on nineteenth-century California artists.
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Newspapers Archive, have been used extensively. In the absence of diaries and letters,
daily and weekly publications available through these databases, such as the Daily Alta
California, San Francisco Chronicle, San Francisco Call, The Wave, and Sacramento
Daily Union, provide invaluable coverage of Mathews, the San Francisco arts
community, and Victorian era society broadly. In exploring these primary sources using
feminist methodology, questions arise regarding international progressivism in art
education and the rise of women artists in American regional centers during the long
nineteenth century. Significantly, and for the first time, a narrative of male feminism
emerges that fleshes out Mathews’s contributions and significance within California and
within American art history as a whole.
Focusing on Mathews in the role of Director and Dean of Faculty for the San
Francisco School of Design in the first half of his tenure there (1890-1896), key primary
sources used in this thesis include Mathews’s published editorials and interviews that
together constitute his ‘defense’ of his female art students in local papers. To better
contextualize these documents and provide a feminist reading of his work, suffragists’
definition of an enlightened and progressive ideal male partner for women in the
twentieth century, as presented by Women’s Suffrage Reverend Anna Howard Shaw
campaigning for the vote in San Francisco in 1896, is used to illustrate how Mathews’s
public views toward women students can be understood within a contemporary feminist
context. In addition, the introduction of primary sources related to the San Francisco
School of Design, the Académie Julian in Paris, the San Francisco Society for the
Suppression of Vice, and the San Francisco Sketch Club offer a reading of contemporary
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gender politics in art education and the ways in which we can understand Mathews as
occupying a significant historical position within a contentious dialogue concerning the
“woman question” in San Francisco, nationally, and internationally during the Gilded
Age.
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Chapter 3: Feminist Scholarship and Theories Cited
While previous scholarship on Mathews has documented his relationship with women
artists, especially his wife Lucia Kleinhans, a feminist inquiry into his life and work has
not been undertaken. Thus, a close reading of contemporary sources culled primarily
from newspaper coverage of his tenure as the Director and Dean of Faculty of the San
Francisco School of Design reveals new insights into Mathews’s role in ushering in a
significant paradigm shift of inclusion and public defense of women artists. For the
purpose of this thesis, a feminist inquiry is used to explore the position Mathews clearly
occupied within the system of patriarchal privilege that existed in San Francisco in the
1890s. It explores his actions as such, but also as the actions of a progressive educator
with the requisite institutional authority necessary to impose progressive ideological
views that allowed women greater access to education, shaped discourse on their abilities,
and influenced progressive pedagogical practice beyond his tenure at the School of
Design. To engage in such an inquiry, key issues within feminist art history such as:
1) art education as a gatekeeper to professionalism, 2) gender as policed performance,
3) the body as an idea, and 4) the subject-object relationship are used to evaluate the
contentious nature of art education reform and the rise of women artists in San Francisco
during the 1890s.
As social history based methodology, feminism considers and investigates the
construction of gender, identity, social policies, and politics that inform power structures
affecting women’s lives and often inverts these power structures to reveal the ways in
which women have been oppressed or not given full advantage professionally. Looking
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specifically at a moment in San Francisco’s history when progressivism was developing
on several fronts with respect to women’s lives — suffrage, public education reform, and
new professional opportunities —Mathews becomes a key player in what can be
understood as an international proto-feminism among progressive male art instructors.
Like his European and East Coast counterparts in other art capitals and regional centers,
such as William Merritt Chase and Frank Duveneck on the East Coast and Rodolphe
Julian in Paris, Mathews mindfully affected women’s lives through inclusive policy and
encouraged women to pursue professional careers as artists. This chapter will discuss
briefly several essays by prominent feminist scholars and recent scholarship related to art
education and gender that have been most salient to the arguments presented in the
following chapter, “The ‘New Man’: Mathews at the San Francisco School of Design,
1890-1896.”

Art Education as a Gatekeeper
In 1971, Linda Nochlin famously asked, “Why Have There Been No Great Women
Artists?” This discursive essay and its foundational questions argued against the
patriarchal assumptions and prejudices underlying the definition and evaluation of
“great” within the Western canon. In the essay, she defines the philosophical and
historical problems associated with framing inherently discriminatory discourse with
presumptuous questions. As Nochlin elegantly states:
"Why have there been no great women artists?" The question tolls reproachfully
in the background of most discussions of the so-called woman problem. But like
so many other so-called questions involved in the feminist "controversy," it
falsifies the nature of the issue at the same time that it insidiously supplies its own
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answer: "There have been no great women artists because women are incapable of
greatness."33
Nochlin’s essay asserts that women’s accomplishments in fine arts have traditionally
been derailed by structures of power that barred women from formal artistic training and
allowed access, where access existed, merely to second rate or dilute training, which was
itself the cause of a perceived flaw or inability in women.34 Specific to the time period
under discussion in this thesis, Nochlin presents quotes from nineteenth-century etiquette
journals promoting art as a hobby and as an acceptable social grace or polish that
encouraged women to become amateur artists.35 For those writing and subscribing to
nineteenth-century etiquette journals, art instruction was to be pursued by aspiring
middle-class wives and mothers primarily at an amateur level of proficiency; art was not
to be pursued as a professional career or as a means of self-sufficient income. Nochlin
argues that this gendered expectation of amateurism among women was representative of
the social and institutional restrictions women faced and explained why so few women
artists were successful and why so few are remembered and recognized today for their
professional accomplishments regionally. In pursuing professionalism by extending
themselves beyond the hobbyist skills promoted by etiquette journals that insisted “upon
a modest, proficient, self demeaning level of amateurism,” women artists seeking
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professionalism transgressed publicly against the limitations placed upon them.36 They
sought to extend themselves beyond the restrictive domestic sphere to pursue
professionalism within the male-dominated public sphere of formal art education and the
art market.
In presenting the social history of women and the problematic discourse they have
been subject to, Nochlin’s discursive essay establishes that greater nuance is needed in
scholarship for defining the limitations that women have faced as a result of second rate
or limited education, lower and limited expectations for production, and masculinized
standards of measurement for artistic achievement. She demonstrates such nuance by
deconstructing masculinized terms such as “artistic genius,” which she criticizes as
falsely monolithic and useful in describing male artistic achievement only, as male
dominated art criticism and scholarship require standards that could only be met given
institutional and professional access from which most women artists were barred. In
putting forth her arguments for reassessment of gendered language, Nochlin suggests
how women artists and their work can be effectively recovered and reevaluated. These
suggestions for reassessment include overturning patriarchal structures of power
(especially structures of power dictating limited access to art education or professional
opportunities for women) in order to discuss comprehensively historical figures and
enable contemporary women artists to pursue art without gender restriction.
While Nochlin’s essay identifies larger issues faced by scholars who study women
artists, she does not discuss the nuances and tensions of such discourse, as it existed
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during the nineteenth-century. Her elegant treatment of the question “Why Have There
Been No Great Women Artists?” and her argument for refusing to answer the very
question she poses because of its inherently gendered bias, simultaneously appears to
dismiss earlier attempts to challenge and reform gender boundaries within art. In
articulating a methodological approach to understanding “greatness” and “genius” as
gendered terms and inapplicable to women (in the same way that these are applied to
men), Nochlin becomes particularly useful for identifying and unpacking examples of
such gendered discussions in the nineteenth century and the ways in which nineteenthcentury women artists were prevented or derailed from pursuing and achieving
professionalism openly and without restriction. However, while Nochlin is incredibly
useful for discussions of women artists, her essay and those of other feminist scholars
tend to overlook or gloss over the roles that progressive male advocates played in
enabling the rise of women artists. This thesis thus presents a continuation for and partial
amendment to Nochlin’s arguments for “Why Have There Been No Great Women
Artists?”

Gender as Policed Performance
Other feminist scholars provide methodology for understanding the complications
and nuances of gender constitution, which are especially useful in thinking about gender
policing as it affected women artists during the Gilded Age. Judith Butler’s 1988 essay,
“Performative Acts and Gender Constitution: An Essay in Phenomenology and Feminist
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Theory,” is one example.37 In this discursive essay, Butler complicates definitions of
femininity (or more broadly binary gendered identity) as a multifaceted and continuously
reified social construct that is cultivated and reconstituted through “performance,” or
gendered behavior, and that then is reinforced and policed socially.38 Butler’s central
argument is that “the body becomes its gender through a series of acts which are
renewed, revised, and consolidated through time.”39 In the same ways that Nochlin
deconstructed “artistic genius” and “greatness” as problematic gendered terms, Butler
eloquently deconstructs “gender” as a monolithic idea and argues against its binary and
historically based conceptualization. For Butler, gender is fluid rather than static and
shifts in gender normative behavior acknowledged as unsettling, especially when
individuals transgress into potentially unacceptable behavior, such as female art students
viewing and studying the live male nude body at the turn of the nineteenth century.
Butler argues, “gender is a performance with clearly punitive consequences,” and “the
reproduction of the category of gender is enacted on a large political scale, as when
women first enter a profession or gain certain rights, or are reconceived in legal or
political discourse in significantly new ways.”40 Butler establishes that gender
constitution is always a contentious process (both socially and internally) and thus
provides a methodological approach used in the following chapter for complicating how
37
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femininity and masculinity, as well as their politicization, can be understood, constituted,
and defined.41 In her essay, Butler dismantles “femininity” and “masculinity” as
normative givens, and she begins a discussion of gender as policed performance that
scholars writing about the professionalization of women artists have continued to engage
with in recent years, particularly scholars looking at nineteenth- and early twentiethcentury women artists.42

The Body as an Idea
Butler’s essay also complicates the body. She asserts that “the body is not a selfidentical or merely factic materiality; it is a materiality that bears meaning,” which
similarly aids an analysis of primary sources related to women artists engaging in
academic study of the male nude during this period, or what Butler could discuss as
transgressive gender performance.43 As presented in the following chapter, the central
challenge that Mathews as Director and Dean of Faculty at the School of Design and the
women artists studying under his direction faced in San Francisco was censure or the fear
of censure in granting women access to the male nude body for life drawing, which, by
extension, entailed women (many unmarried) viewing the living male nude for the first
time. Widely accepted as intellectual inferiors with the mind of a child, women artists
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had been barred from formal study of the nude in art academies until the 1870s, and
scholars discussing the emergence of women’s inclusion into formal art academies in
Paris and the United States often touch upon theoretical issues related to the body as an
idea.44
In The Making of the Modern Body: Sexuality and Society in the Nineteenth Century,
Catherine Gallagher, Thomas W. Laqueur and others argue that, “Victorians managed to
win for themselves the reputation of the most sexually, and indeed physically, repressive
society in history precisely by bringing the body ever more fully into discourse.”45 These
scholars assert that through the rise of science — an academic discipline dominated by
men — women were “proven” to be intellectually inferior because of the perceived
“inferiority” of their physical bodies. Such inferiority was determined through scientific
studies that concluded, as prior scholars in theology and medicine had done, that women
were inherently “unsuitable for intellectual labor,” including, according to some, labor in
the fine arts.46 As presented in this series of essays about French perceptions of the body
during the Victorian era, the psychological and social context within which nineteenthcentury progressive art education policies can be understood and become useful for
discussing sexuality at leading art academies in Europe and the United States is
44
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established. Although these essays deal primarily with France, many American male art
educators studied within Parisian academies, and therefore understanding the body as an
idea in France can help us to understand the progressive curriculum Mathews
experienced in Paris and subsequently incorporated for the benefit of women artists in
San Francisco. Further, recent scholarship on the rise of women artists in Paris allows for
more thorough discussion of the lives and work of women in these academies.47
Another scholar who builds upon Butler and is used in this thesis to analyze
nineteenth-century interest in the idealized neo-classical male nude is Janet Wolff in her
essay, “Reinstating Corporeality: Feminism and Body Politics,” in Amelia Jones’s The
Feminist Visual Culture Reader. Wolff identifies the idealized nude in art as the
“classical body,” or an abstraction of the physical body that strips corporeality and
especially sexuality away from the physical form.48 With the emphasis that Beaux-Arts
style curriculum placed upon Neoclassicism, the idea of a “classical body” is particularly
useful for discussions of how nineteenth-century men and women understood and framed
perception of the study of the nude, whether in the form of plaster casts or live nude
models. Seeing the “classical” when looking at the body, Wolff argues, involves an
intellectual rather than physical exercise. Through abstraction of the body, or active
47
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engagement with the physical body as an idea rather than an engagement with a
potentially sexualized corporeality (a potential pollutant to a woman’s good reputation in
the nineteenth century), women could be invited through progressive art education
policies to enter the public sphere of the classroom as intellectual equals. Wolff’s
assertion that the “classical body” is intellectualized and desexualized through the
creation or framing of that body as “beauty” and her examples of such “classical bodies”
within academic disciplines such as ballet, provides another methodological approach to
discussing the body and gender as performance when evaluating primary sources, such as
photographs of women studying from the nude at leading Beaux-Arts style academies,
including the San Francisco School of Design under Mathews’s direction.

The Subject-Object Relationship
A final strain of feminist theory used in this thesis relates to women visually studying
the live nude male model, which was a necessary condition of academic training and
proficiency in the fine arts. In addition to understanding the body as an idea, Laura
Mulvey’s development of the subject-object relationship, first explored in her essay,
"Visual Pleasure and Narrative Cinema" (1975), and subsequently developed extensively
within feminist art history becomes essential in discussing significant inversions of
gender power dynamics.49 In her essay, Mulvey discusses the subject-object relationship
within the context of directed experience of cinema wherein an audience (both male and
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female) is assumed to participate within the active masculine gaze and guided to objectify
the passive and often sexualized female forms appearing on screen before it.50 Mulvey
argues, “in their traditional exhibitionist role women are simultaneously looked at and
displayed, with their appearance coded for strong visual and erotic impact so that they
can be said to connote to-be-looked-at-ness.” It is this particular tradition of women in
western society being passive bearers of the male gaze that is particularly relevant to
discussions of the rise of professional women artists during the Victorian era and the
significant shift in gender norms occurring as a result of young women studying from the
male nude and taking on what can be understood as the active male gaze.
Mulvey’s essay establishes ideas of visual pleasure within the masculine gaze as a
source of power that have been further explored by feminist scholars writing about
women artists like Mary Cassatt. Using the subject-object relationship as a strategy for
considering Cassatt’s contribution to shifting gender norms, such as analysis of her 1880
Woman in Black at the Opera, feminist and long nineteenth-century specialists, including
Linda Nochlin, utilize Mulvey’s articulation of the subject-object relationship to discuss
the significance of Cassatt exploring visually the power of women taking on the
traditionally masculine gaze.51 If the gender normative power dynamic is masculine
objectification of the female form, which we know was prescriptively reinforced within
Victorian society by etiquette journals and patriarchal systems, women artists
objectifying the passive body of a male nude model inverted this traditional power
50
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structure. In photographs of art academy classrooms from the 1880s and 1890s in which
clothed young female art students are shown objectifying posed nude models in the
course of studying to be artists (such as the photographs of Mathews’s women’s life
drawing class discussed in Chapter 4), young women defied their prescribed social role,
namely to appear attractive for the visual or sexual pleasure of men, and instead actively
assumed the study of live nude models at their easels. In studying from the live nude
model, especially the live male nude, they engaged in an activity that Nochlin identified
as the historically exclusive visual and intellectual privilege of men. The ways in which
this act of inversion — young women objectifying male bodies to develop intellectually
as artists — was institutionalized and supported within the San Francisco School of
Design in the 1890s under the instruction and direction of Mathews forms the basis for
defining him as a “New Man” feminist.

Methodological Approaches to Case Studies on the “New Woman”
Recent feminist scholarship on Gilded Age women artists has developed primarily as
case study projects that build upon Nochlin, Butler, Mulvey and others. Focusing on the
professionalization of women artists and the rise of the New Woman, Laura Prieto’s At
Home In The Studio: The Professionalization of Women Artists (2001), Kirsten Swinth’s
Painting Professionals: Women Artists & The Development of Modern American Art,
1870-1930 (2001), Jean V. Matthews’ The Rise of the New Woman (2003) and Catherine
W. Zipf’s Professional Pursuits: Women and the American Arts and Crafts Movement
(2007) were very useful to the development of the structure of this thesis, as they provide
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new and exhaustive research on the rise of women artists and interpretations of the roles
of the “New Woman” as both a historical figure and as a reified social construct and
stereotype that women artists embraced or rejected according to their career ambitions,
station in life, and professional opportunities. Significantly, the authors identify the
Gilded Age as an era of paradigmatic shifts in the United States with respect to gender as
documented within primary source materials on women’s professionalization and
perceptions of the “New Woman.” In taking a case study approach to Mathews’s
leadership of the San Francisco School of Design and his connection to the rise of women
artists in San Francisco, this thesis seeks to contribute to these existing discussions of
progressivism and female professional thriving during the Gilded Age. It seeks to
elucidate further how educational reform, political reform, and new feminine identity
resulted in a florescence of opportunities for women.
In particular, Laura Prieto’s book and its case study reconstruction of a “narrative of
professionalization” and analysis of “how women artists created a coherent identity that
used ideas about womanhood to legitimate their position and work as artists” resonates
with the aims of this thesis.52 The strategies by which women artists sought
professionalism and legitimacy privately and publicly in San Francisco are manifested in
the ways presented by Prieto. A close study of Mathews as an arts administrator and
husband who publicly and privately supported the work of women artists in San
Francisco highlights his support of career ambitious women artists. One strategy Prieto
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discusses that is particularly relevant to this thesis is the strategy of “separatism,” which
Prieto argues American women artists interested in professionalization were undertaking
in the 1890s.53 By “separatism,” Prieto refers to professionally ambitious women artists
separating and distinguishing themselves from women pursuing art as an amateur hobby
and thereby challenging the social expectations of amateurism that Nochlin argues were
promoted and reinforced by nineteenth-century etiquette journals.
Prieto argues that these women buffered their professionalism by embracing the
emerging gendered figure of the New Woman, and lobbying for greater access to study of
the nude and artistic anatomy. In seeking separation from the stereotype of the
nineteenth-century etiquette journals’ ideal hobbyist, San Francisco women artists
organized professionally and in some cases boldly advocated for educational and
professional development, even at the cost of significant threat of censure. Prieto’s
discussion of this women artists’ strategy at the height of the Gilded Age, including its
overlap with Women’s Suffrage campaigns and the rise of Arts and Crafts (as further
discussed by Felicia Matthews and Catherine Zipf) allows for a new reading of the
activities of women artists in San Francisco and Mathews’s facilitation of their ambitions
that concludes a brief discussion of what follows from “New Man” feminism in the
following chapter of this thesis.
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Chapter 4: The “New Man”:
Mathews at the San Francisco School of Design, 1890-1896
“I hardly think it fair to the increasing army of girls who are earnest in their art
studies,” argued Arthur F. Mathews in “The Female Art Student: Mr. Mathews In Her
Defense” (1891) in response to an editorial by Emil Carlsen, (1853-1932), a fellow San
Francisco artist, instructor, and colleague at the San Francisco School of Design who had
suggested that women’s access to formal art education and professionalization should be
discouraged despite the fact that female art students dominated enrollment.54 Carlsen’s
editorial attack appears motivated by Mathews’s promotion to Director and Dean of
Faculty of the school in 1890. Carlsen’s reference to “men with a European art
education” and his dismissal of women’s capacity for serious study resisted the
mandatory life drawing curriculum Mathews instituted for male and female students
alike, a reform that provided advanced female students with equal access to high caliber
education and supported fully the notion that male and female students were equal in
their ability to study and produce art. Whereas Carlsen dismissed the majority of female
students stating, “it is a fact…established in every exhibition, that woman’s work does
not come up to the average [and] is decidedly secondary to man’s work,” Mathews
54
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characterized Carlsen as “not just or justified in mentioning so few women who had
succeeded.” 55 Mathews also pointed out that San Francisco’s juried exhibitions
throughout the 1880s progressively demonstrated, “that women artists are ever increasing
in numbers and in the strength of their productions,” evidence that rebutted Carlsen’s
diatribe against women and objectively supported Mathews’s progressive view.56
As feminist scholars reclaiming women artists would do seventy years later,
Mathews’s 1891 ‘defense’ of female art students clearly articulates both a history of
exclusion in American art education based on gender and the nineteenth-century policies
and social customs employed that institutionalized such prejudice, as well as a
contemporaneous determination to reform these.57 While not directly affiliated with the
Women’s Suffrage Movement, Mathews’s reform and public statements in the years
1891 to 1895 presage the coming campaign for suffrage in 1896, the largest campaign for
women’s suffrage in California to date.58 It is during this 1896 Suffrage campaign that
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women leaders responding to the conceptualization of the “New Woman” in 1893, and
her subsequent ubiquity in popular culture, put forward the idea of a “New Man,” a
construct we can understand as Gilded Age male feminism. Indeed, given their definition
of the New Man, Mathews’s personal and professional life, including public statements,
select artwork, and cooperative activities with women, can be read as New Man
feminism.
Framing men who supported the professionalization of women in the Gilded Age as
New Man feminists is not common scholarly practice, although there is scholarly
precedent for discussing nineteenth-century men engaged in masculine domesticity,
companionate marriages, women’s suffrage, and other vehicles for gender equality as
male feminists.59 While recent studies have investigated the rise of the New Woman as
the constitution of an emerging gendered professional identity, scholars have not
explored fully her contemporary male counterpart, although the term “new men” does
appear briefly in recent studies of the New Woman.60 In San Francisco, this enlightened
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male counterpart was publicly proposed and discussed in “The New Man,” a lecture
given in San Francisco by Reverend Anna Howard Shaw, a national women’s suffrage
leader campaigning with Susan B. Anthony in March of 1896.61 Coverage of Shaw’s
lecture in the San Francisco Call included direct quotes and the following definition:
The New Man will be better educated….more intelligent, and will therefore be
more fair and just to women….on a higher plane of morality than he has been in
the past….[and will] utterly refuse to take advantage of a woman simply because
of his physical strength.62
Shaw’s lecture also defined ideal engagement between the New Man and the New
Woman as “co-operation….the new man would not consider woman as a competitor, but
would seek always to co-operate with her and thus accomplish the most good.”63 In
speaking of accomplishing “the most good,” Shaw suggests a utilitarian framework for
understanding and measuring the actions of the “new man.” To do the most good, the
New Man and the New Woman “would enter the next century not in the spirit of
competition but of cooperation” and as “congenial friends.”64 Using Shaw’s definition,
this chapter proposes that Mathews embodies the New Man because his actions and
public statements led to justice for women and greater equality through co-operation,
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qualities that characterize both his relationship with his wife and his advocacy for other
women artists who studied under him at the San Francisco School of Design.
The “Increasing Army of Girls” in San Francisco
In order to understand Mathews’s use of the phrase an “increasing army of girls” in
1891 better, it is useful to consider briefly the history of art education at the San
Francisco School of Design. In 1874, an article titled “Art in California” in The Aldine, a
New York art journal, argued that San Francisco’s establishment of a professional art
association and school that year indicated “a very marked aesthetic movement.” 65 The
article applauded San Francisco for prioritizing art and California for founding an art
academy within twenty-five years of becoming a state — a record when compared with
the two centuries it took for either New York or Boston to “claim to have established a
school of design.”66 Like the National Academy of Design in New York, professional
San Francisco artists aiming to organize annual juried art exhibitions chartered the San
Francisco Art Association in 1871.67 By 1874, the School of Design opened under the
direction of founding member Virgil Williams (1830-1886), an East Coast painter who
studied formally in New York and Rome and taught in Boston and Cambridge before
settling in San Francisco.68
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The Aldine also reported that in addition to such rapid achievement, San Francisco
artists were remarkably inclusive, specifically recognizing that the San Francisco Art
Association “was made very popular by admitting to membership any respectable person,
of either sex.”69 It appears that women were incorporated into San Francisco’s art
establishment and welcomed as students at the School of Design from the very
beginning.70 According to Directors’ Meeting notes from March of 1874, the first year’s
student body was overwhelmingly female and it continued to be throughout the 1880s.
By 1891, women became, “an increasing army of girls” or as Emil Carlsen bemoaned,
“100 women paint[ing] for every man.”71
Clearly, Williams was progressive when it came to founding and running a school
that openly welcomed women, but he was conservative when it came to pedagogy.
While life drawing was fast becoming standard curriculum for advanced students in
leading East Coast academies, Williams preferred to teach Antique classes that instructed
advanced students how to copy the body from replicas of classical statues. This
conservative method was not popular among advanced students. Defending his pedagogy
to a deaf student via a note, Williams states, “some of the young men (local
artists)…think you should begin with life; …they argue, the pupil thus begins to look
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around him….I want him first to learn…technique, to handle his materials, and learn
certain canons of beauty and proportion.”72 These ‘canons of beauty and proportion’
were delivered to San Francisco in crates aboard the Ravenswing, which docked in the
city harbor in October of 1873.73 For its “gift to the fund for sick and wounded soldiers
of the Franco-Prussian war” (1870-1871), France gave San Francisco an invaluable
collection of European plaster casts that included copies of the Parthenon Frieze, the
Venus de Milo, the Apollo Belvedere, The Gladiator, other classical busts and statue
fragments, a few Gothic and Renaissance masterpieces, and two crates of engravings.74
According to the Daily Alta California, such prized prints and plaster casts were the same
as “those used by the State Schools in Paris.”75 The School of Design had what it needed
to open its doors to students and Williams had prestigious ‘canons of beauty and
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proportion’ with which to teach advanced drawing. Arthur F. Mathews was among his
disgruntled advanced students. After saving enough money to travel and live
independently abroad, Mathews left San Francisco for Paris in 1885 and returned in 1889
to replace Williams and to reform the School of Design.76
A “Better Educated” Man
After his appointment as Director and Dean of Faculty in 1890, Mathews
immediately provided greater equality for women at the School of Design by making life
drawing mandatory for all advanced students, although in segregated classes and at
different times of the day (women in the morning and men in the afternoon).77 Under
Mathews, male and female students were encouraged to pursue professionalism,
participate in juried exhibitions, and prepare for formal study abroad as was standard
practice on the East Coast.78 Antique classes did continue for beginner students, but
76

Jones, The Art of Arthur and Lucia Mathews, 22-24. Virgil Williams died in 1886. Raymond
Yelland (1848-1900), who had served as Assistant Director under Williams, replaced Williams as Director
prior to Mathews’s appointment in 1890.
77

"Art In the Great House,” 1893.

78

San Francisco residents traveling and studying abroad was a point of pride for the city. Coverage of
art academies abroad and published travelogue letters frequently appear in local papers. While Mathews
planned to develop the rigor of the School of Design’s curriculum to such a degree that study abroad was
no longer requisite for achieving excellence in students, studying at European academies remained popular
among its students. Their acceptance into prestigious programs was also a point of pride for the school.
According to a 1916 San Francisco Art Association circular, the long-standing relationship with the
Académie Julian in Paris was intact well into the twentieth century. Every year, faculty sent a collection of
the best drawings from the Life Class to the Académie Julian in Paris. A winner was chosen and awarded
the, “Julian Academy Medal, and a year’s free tuition in certain of the ateliers of the Academy.” As the San
Francisco Art Association had wanted and Mathews helped to achieve, the San Francisco School of Design
attained international recognition for excellence; its students received more scholarships given for study
abroad by the Art Students League of New York “in open competition entered into by all of the art schools
of the United States and Canada” than any other school. See, San Francisco Art Association, California
School of Design: Circular of Information Regarding Instruction In Drawing, Painting, Decorative
Designing, Modeling, Illustrating, and Teacher's Course (San Francisco: San Francisco Art Association,
1916), 39.

51

Mathews clearly stated in 1891, “by the serious study of drawing I do not mean the
pernicious habit of devoting years to the copying of plaster casts, but long and hard work
with the living model [for emphasis].”79 He also acknowledged that life drawing had
been long denied to women and stressed that it was “absolutely necessary to give a
complete education to the artists, and make them free in the pursuit of their art to any
end.”80 Mathews went on to suggest that there has always been an American “prejudice
towards the study of the nude by boys, and…more is it so in regards to girls,” a prejudice
that prevented ‘complete education’ and preferred the ‘pernicious habit’ of drawing from
plaster casts.81 Mathews argued against this prejudice and beseeched family and friends
to support women students, stating, “if parents and friends will only recognize the fact
that a girl, if she is to really start out and study art with serious intention of doing
anything worthy of the name, must be allowed and encouraged to devote her whole
energies to that end and nothing else.”82 The differences between Williams’s and
Carlsen’s more conservative views of art education on the one hand and Mathews’s
defense of female students on the other, presents Mathews as embodying a “more fair and
just” ideological position on women artists. In addressing obstacles that were not “just
or justified,” Mathews changed the course of the School of Design and further
79
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encouraged a groundswell of women artists studying in California, which contributed to
the exponential growth in women claiming to be professional artists nationally, from 414
in 1870 to more than 11,000 in 1890 according to United States Census data.83
Photographs from the San Francisco School of Design, dated around 1895, show
evidence of Mathews’s progressive and proto-feminist pedagogy. In this image of
Mathews’s Women’s Life Drawing Class (figure 4) by an unknown photographer,
Mathews’s curriculum reform is evident in the back of the room, where an elevated nude
female model is juxtaposed against plaster casts of the Parthenon Frieze that signify the
older method — or for Mathews the “pernicious habit” — of teaching from the Antique.
Not including the model, this photo shows twenty-two advanced female students gathered
behind Mathews, who commands attention from his seated position on the floor at the
front of this heated classroom. To his left and seated in a pose that recalls Whistler’s
1871 Arrangement in Grey and Black (more commonly known as the portrait of his
mother) is Lucia Kleinhans, Mathews’s wife and life-long collaborator.84 The couple
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holds the class skeleton between them, a standard prop in life drawing classes used to
teach artistic anatomy, or the ability to sketch the contour of a body as well as its
underlying skeletal structure.85 Although the nude model at the back of the room turns
away in the photograph, oil sketches exhibited throughout the classroom show her facing
forward: one half-length oil sketch faces the viewer from an easel to the left of Mathews
and one full-length sketch is displayed for the viewer just to the right of the model where
a female art student stands poised at her easel with a paint brush in hand. Using modern
feminist theory and scholarship on progressivism in art education in the United States, we
can identify the politics of gender taking place in this photo as Mathews teaching his
female students to cultivate the historically male gaze— a facility for objectifying and
studying the body intellectually to reproduce it as a perfected and imagined form.86 In
teaching women and encouraging them to engage in “long and hard work with the living
model” facing them, — a traditionally masculine activity— Mathews enabled his female
students to subvert prescribed gender roles and perform new ones.87 In effect, this
photograph captures Mathews encouraging women to become what a contemporary
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British feminist publication, The Woman’s Herald, defined for the first time in 1893 as
the “New Woman,” a new conception of feminine professional identity that “suddenly
appears on the scene of man’s activities, as a sort of new creation, and demands a share in
the struggles, the responsibilities and the honours of the world.”88 As this idea spread to
the United States, Mathews welcomed and encouraged what we can understand to be the
New Woman in his classes. In doing so, he accomplished what Shaw asserts to be the
most good in ‘co-operation’ with women and for women.

Figure 4. Unknown photographer, Arthur F. Mathews with Women’s Life Drawing Class at School of
Design, c. 1893. Photo courtesy of the Paul C. Mills Archives of California Art, Oakland Museum of
California, Oakland, California.

To understand Mathews’s pedagogical practice, a consideration of his experience of
progressive art education in Paris is useful. By the time Mathews arrived in Paris in
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1885, women had gained greater access to formal education in life drawing in segregated
female-only classrooms at two leading Parisian academies, Charles Chaplin's studio and
the Académie Julian.89 By 1887, contemporary reports in the San Francisco Chronicle
describe a significant shift in the inclusion of women, stating that, “at one atelier [in
Paris] alone there are over 100 male American students and thirty to forty young ladies…
fully one third of the membership is composed of our young countrymen and countrywomen.”90 The same article describes Augusta Klumpke (1859-1927), a San Franciscoborn woman becoming the first female intern of medicine at a Paris hospital.91 Her older
sister, Anna Elizabeth Klumpke (1856-1942), who studied at the Académie Julian from
1883 to 1884, executed a striking likeness of the suffragist Elizabeth Cady Stanton at her
Paris studio in 1887, and eventually became Rosa Bonheur’s (1822-1899) last
companion, official portraitist, and biographer. 92 Acknowledged by contemporaries as a
rare female talent, Bonheur was thought to embody masculine character traits that
enabled her professional success. Carlsen even includes her in his editorial as a rare
example of commitment to professionalism that by comparison indicated female students
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in San Francisco should “throw their brushes and pallet out of the window and mend
socks.”93 While Mathews would have acknowledged Bonheur as exceptional, he stressed
that any woman with motivation, ability, access, and support could become a professional
practicing artist.
Mathews’s progressive views on women and pedagogy model those of the
charismatic Rodolphe Julian (1839-1907). Julian was an outspoken urban art academy
administrator who founded and directed the Académie Julian in Paris where Mathews
studied from 1885 to 1889. In 1893, The Sketch, a London illustrated weekly, framed
Julian as a “personality… best known…as having been the first to make it possible, be
the results good or evil, for the ordinary woman student to study art in Paris [for
emphasis],” a business model that quickly drew women from all over the world.94 Vocal
in his defense of female artists and their professional potential, Julian addressed standard
criticism for readers of The Sketch with the following:
People often say that, with only one or two exceptions, no woman has made a
great name in art; but they were given none of the opportunities which each male
artist claimed as his right. Till my studios were started a woman could only study
painting in Paris by attaching herself to some well-known artist’s studio, and very
few artists, let me tell you, cared to have the responsibility of taking young ladies
into their ateliers….Most women who have become famous in French art
belonged directly to an artistic family. Rosa Bonheur was the daughter of a
painter [for emphasis].95
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Julian’s advocacy and defense of women contributed to Mathews’s experience of
progressive art pedagogy in Paris, a professional environment where women were
welcomed institutionally as peers.96 In fact, Mathews experienced an environment where
women were his competition. According to The Sketch interview, Julian explained that
female students frequently won the monthly merit-based contests for painting and
drawing that hid the gender of students from their judges. 97 Julian states, “[I]t is
astonishing…how often women have the best of it in those trials.”98 Such achievement,
beyond innate talent, can be attributed to Julian’s practice of hiring École des BeauxArts instructors who were sympathetic to women, including William-Adolphe
Bouguereau, Tony Robert-Fleury, Jean-Joseph Benjamin-Constant, and Jules Joseph
Lefebvre (in whose atélier Mathews studied while in Paris).99 In comparing Mathews’s
1891 defense of female students with Julian’s 1893 interview with The Sketch, it becomes
clear that the two administrators shared similar views. Given how in-step Mathews was
with Julian’s advocacy for women artists, it is not surprising that he also adopted Julian’s
standards for curriculum and faculty management. Under Mathews, instructor work
schedules were reduced to allow artists more time to pursue their own work. 100
Additionally, instructors were only required to teach within their area of specialization,
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rather than serving as generalists teaching multiple art forms, which had been the system
under Williams.101
Given these clear correlations, it is possible to assert that Mathews’s curriculum
reform, school restructuring, and advocacy for female art students placed San Francisco
in relative synchronicity with progressive art pedagogy in Paris — the center of
nineteenth-century academic art. Significantly, while Mathews borrowed heavily from
Julian’s academic structure and curriculum, he also surpassed Julian in fully including
women. Unlike the Académie Julian, the San Francisco School of Design under
Mathews did not charge higher fees for women’s life drawing classes, which
distinguished the school under Mathews as functioning “on a higher plane of
morality.”102
Mathews also expanded his argument for gender equality beyond the art education
curricula, students, and institution under his direction to address social prejudice towards
women in general. Significantly, he argued that a woman’s character could be the equal
of a man. Addressing Carlsen’s claim that women are unable to stomach formal critique,
Mathews’s states, “the girls do not monopolize all of this over-sensitiveness,” which he
argued, “goes with the artistic temperament,” in both genders.103 Shaw may have had
such a progressive outlook in mind when she stated that the New Man, “utterly refuses to
take advantage of a woman simply because of his physical strength,” understood as the
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source of male intellectual superiority.104 Contextualized within his experience of
conservative and progressive academic training in San Francisco and Paris respectively,
Mathews’s 1891 editorial serves as his manifesto on female art student equality and
testifies to his role as the “New Man.”
An even more striking photograph taken in Mathews’s class is Arthur F. Mathews
with Women’s Life Drawing Class at School of Design (figure 5), taken in the mid 1890s.
It shows his advanced female students drawing an adult male nude who sits before them
wearing a brief loin covering, which again suggests that Mathews’s classes were in close
synchronicity with the Académie Julian.105 In the photo, eleven advanced female
students sketch on pads or at easels around an elevated stage upon which the male model
takes a relaxed and feminized pose. Sitting on the edge of what appears to be a heavy
black stand, the model’s legs are positioned beneath him (one foot anchoring his body to
the floor while the other rests tucked against a calf muscle), his back slumped, his body
muscles relaxed rather than flexed, his head downturned, and his gaze averted. He is
passive and takes the pose of a sketch displayed near the corner of the wall. We can
understand his display as a representative type in the repertoire of standard poses life
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drawing students were required to master. For women, seeking such mastery was
subversive.

Figure 5. Unknown Photographer, Women’s Life Drawing Class, California School of Design, San
Francisco (Photo # 79 from Arthur Mathews Travel Photo Album), c. 1893. Image Courtesy of the
Collection of the Oakland Museum of California, Gift of Concours d'Antiques, the Art Guild of the
Oakland Museum of California. A65.13.372.

Considered essential for professionalism, the formal study of the male nude by
women in this classroom actively inverts the traditional subject-object relationship.106
Outside the studio, indeed throughout their daily lives, women were publicly encouraged
to work on their appearance and attract the male gaze. For example, advertisements from
this period such as one for “Dr. Pierce’s Favorite Prescription,” a cure-all tonic that
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encouraged kissing (figure 6), instructed women that they needed “an attractive face —
the one that belongs to a thoroughly healthy woman,” doubtless to attract and keep a
man.107 However, inside Mathews’s life drawing class their gaze captured the form of a
male model—a passive and arguably attractive body they were required to objectify—in
a reversal of an activity men had engaged in at art academies for centuries.

Figure 6. “Dr. Pierce’s Favorite Prescription,” 1893, newspaper illustration, 5.5 x 5 cm. In "Page 2
Advertisements Column 3 [ADVERTISEMENT]," San Francisco Call (San Francisco), September 17,
1893. California Digital Newspaper Collection, Center for Bibliographic Studies and Research, University
of California, Riverside, <http://cdnc.ucr.edu>.

When compared to G. Boulle’s photograph The Anatomical Studio (figure 7), the
similarities in instruction in Paris and San Francisco become clear. Adult male models
were used at both schools circa 1893.108 Taken in the Académie Julian’s women’s life
modeling class, Boulle’s photo illustrated Julian’s 1893 interview in The Sketch and
served as evidence of Julian’s standard curriculum for women. Also displayed at an
elevated position before female students, the Parisian male nude model takes another
standard pose used by Mathews (a sketch of a male nude in this pose hangs on the wall in
Arthur F. Mathews with Women’s Life Drawing Class at School of Design). Boulle’s
photograph differs only in that the model displays flexed muscles and a direct gaze.
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Gazes aside, the equivalent male nude models in women’s life classes aligned the two
institutions as having parallel intentions: both subverted gender norms by providing
young women (many unmarried) with adult male nude bodies to objectify, study, and
reproduce.

Figure 7. G. Boulle, The Anatomical Studio, 1893, photograph illustration, 10.5 x 13.7 cm. In "Julian's
Studios," The Sketch (London) June 28, 1893, 473. Photo reproduction courtesy of The British Library
Board, HIU.LD52.

To scrutinize overtly a male nude at length, to engage actively in the intellectual labor
required to reproduce his body as a perfected form, was subversive. Mathews and Julian
both institutionalized this inversion of gender roles and enabled women to realize their
professional potential as artists. The female students’ concentrated expressions in Arthur
F. Mathews with Women’s Life Drawing Class at School of Design (particularly Lucia
Kleinhans’s exacting gaze from the lower right hand corner of the photograph), reveal
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Mathews’s pedagogical daring, his mission to dispel the prejudice against life drawing as
an “evil,” and his co-operation with women “to accomplish the most good” in their
pursuit of art.

The Sandow Scandal: San Francisco is Aghast!
Women engaging visually or intellectually with the nude body— more exposed and
discussed than ever before during the Victorian era — caused anxiety in America. The
possibility for sexual corruption caused by gazing at the nude created tension and fits of
censorship within American communities that especially affected female artists and
medical students.109 Conservative and progressive views on this subject are captured in
newspaper accounts of an 1894 incident when female members of the San Francisco
Sketch Club, a women artists’ organization founded in 1887, organized their own private
lecture on male anatomy.110 This incident contextualizes the struggle for autonomy
women artists experienced during the Gilded Age, the censorship and gender policing
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they faced, and the importance of Mathews as a progressive arbiter of sanctioned study of
the nude, a necessary and cautious step for the rise of women artists.
In April of 1894, leaders of the San Francisco Sketch Club partnered with the male
artist Solly Walters to host a private lecture on artistic anatomy using the twenty-sevenyear-old body builder Eugene Sandow as the model, shown “attired in narrow strip of
white silk,” standing in a contrapposto pose, with his muscles flexed and arms extended
in this San Francisco Chronicle sketch, A Pose For the Ladies (figure 8).111 Sandow was
in San Francisco for five weeks as part of his international tour of perfected physique and
feats of strength.112 Initial coverage described his arrival and physical perfection in detail
with confirmation of his perfection verified by San Francisco scientists and physicians.113
Sandow was billed as a “Modern Hercules” and “The Perfect Man,” a fitting description
given that he was inspired to build his body in the image of Greco-Roman statues he saw
as a child, particularly statues of Hercules in which he “took especial interest.”114
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Sandow’s physical perfection embodied living neoclassical ideals of masculinity and
canons of beauty and proportion that plaster casts at academies replicated. In building his
body after Greco-Roman statues and selling it as such for display, Sandow became the
“classical body” for his female audience, a perfected and immaterial phenomenon
requiring intellectual engagement and artistic reproduction, or a body stripped of its
physical and sexual nature in the context of academic study.115 Walters even presented
Sandow as such. Although Sandow held still during Walter’s lecture, as if he were “a lay
figure, not a real, live athlete,” and such a display of male anatomy was consistent with
similar lectures in European art centers, a lecture on Sandow’s perfect anatomy organized
by women artists and held in what otherwise functioned as a public San Francisco theater
in 1894 conflicted with expected behavior for women in the public sphere, endangered
access to life drawing and exhibition of the nude, and caused immediate censure and
scandal. Both the San Francisco Chronicle and San Francisco Call documented the
political mayhem, which we can understand as Victorian anxiety about women studying
from the male nude — or women actively inverting their expected subject-object role
within society and, perhaps inadvertently, engaging in a performance that sought to revise
established gender norms.116
115

It is worth noting that Sandow’s physique was conceptualized, developed, presented, and received
as the “classical body,” described by Wolff, in "Reinstating Corporeality," 422-423. The very notion that
Sandow conceived of himself and was perceived by others to be a “Modern Hercules” who embodied the
living traits of classical masterpieces such as the Farnese Hercules indicates that he represented
neoclassical notions of the perfected human form, a standard aim of academic study. For more on academic
theory and the male nude in art, see Abigail Solomon-Godeau, Male Trouble: A Crisis in Representation
(New York: Thames and Hudson, 1997), 186-193. While she primarily discusses French academic art, the
system that was established in France and the theories associated with it informed instruction at the
Académie Julian and at the San Francisco School of Design. Also see, Dawkins, The Nude in French Art
and Culture, 115-133.
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Figure 8. Unknown illustrator, A Pose For The Ladies, 1894, newspaper illustration, 8.5 x 9 cm. In
"POSED FOR THE LADIES. Sandow Shows His Giant Muscles. Novel Matinee of the Sketch Club. Solly
Walters Uses the Athlete to Illustrate an Art Lecture." San Francisco Chronicle (San Francisco), May 17,
1894. Courtesy of The San Francisco Chronicle.

Less affronted San Francisco men included playwright William Greer Harrison who
stated, “the only bad thing about the exhibition was as a precedent….As to the ladies of
the Sketch Club, they went there in the pursuit of art….I know most of them and they are
above any curiosity beyond that of art. Women do not take the mannish view of such
things,” mannish, in this instance, implying eroticism.117 Others were outraged at the
possibilities for brazenness and loss of virtue. According to the San Francisco Call,
Secretary Frank Kane of the Society for the Suppression of Vice was “aghast” at this
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“FOR ART ALONE.” San Francisco Call, 1894.
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unprecedented organization of women and the actions of those involved in their event.118
He stated that his purity organization would go to great lengths to prevent a similar
incident in the future and presented the reporter with the state law and municipal
ordinance banning public exhibition of the nude, reprinted in the San Francisco Call as
follows:
The State law approved March 30, 1874, and which went into effect July of the
same year says that any person is guilty of a misdemeanor who procures, counsels
or assists any person to expose himself or to take part in any model artist
exhibition or make any other exhibition of himself to public view or to the view
of any number of persons, etc. A municipal ordinance under which the Society for
the Suppression of Vice generally works says in section 20 that it is a
misdemeanor to “appear in a public place naked or in a dress not belonging to his
or her sex,” and the punishment for this offense is a fine not exceeding $1000 or
imprisonment not exceeding six months, or by both [for emphasis].119
Defending the virtue of their event against libel, Miss Josephine M. Hyde, the Cofounder
and President of the Sketch Club, expressed surprise that Walters chose to host the
lecture in a public theater, but argued, “the art schools in the East and Europe all have
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"KANE IS AGHAST," San Francisco Call, 1894. In this article, Kane also stated that while this
type of event for women was highly problematic, he would take much greater exception to a female nude
representing a modern Venus being publicly exhibited in a theater for the male artists of the city to study
(as was occurring in Chicago that year). Censorship of women artists by the San Francisco Society for the
Suppression of Vice and the Pacific Commission for the Suppression of Vice was not a San Francisco
phenomenon only. In fact, this organization formed after the East Coast’s leading purity organization led
by Anthony Comstock (1844-1915) in New York. Comstock, who is responsible for drafting the 1873 antibirth control “Comstock Act” that criminalized birth control and related literature, founded the Commission
for the Suppression of Vice, which pursued campaigns against literature it found to be offensive and
censorship of the nude in art. This famously included raids of women artists’ studios and confiscations of
‘illicit’ materials well into the 1900s, such as a raid on the Arts Students League in New York in 1906
where he confiscated exhibition catalogs featuring nude studies. Shortly before his death in 1915,
Comstock visited San Francisco for a Purity League meeting. See, Associated Press, "Nude Pictures Lead
to Arrest," Los Angeles Herald (Los Angeles), August 3, 1906; and "COMSTOCK BRINGS TEARS TO
EYES OF FAIR ARTIST. Young Woman Sobs While Giving Testimony in Suit Following Raid on
Students' Rooms.," San Francisco Call (San Francisco), October 16, 1896. For discussion of Frank Kane
and Pacific branch of this organization see, "City News In Brief," San Francisco Call (San Francisco),
April 22, 1895. Comstock is also discussed in Werbel, Thomas Eakins, 73-77.
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lectures on artistic anatomy…it is perhaps hard to make the general public understand…
when you think of art and the beautiful that excludes every other thought.”120 Other
established female artists concurred, as did the prominent male painter William Keith
who bluntly stated, “It was like an art-school lecture; that was all.”121 Another unnamed
Sketch Club member was more outspoken and echoed Mathews’s 1891 appeal to family
and friends by stating, “Many of us find our own relatives incapable of realizing the
exigencies of art study. How, then can we expect the general public to show more
enlightenment ….We don’t and have resolved to bear the cruel charges in dignified
silence.”122 The suggestion of cruelty by the general public indicates the gender policing
Sketch Club members were experiencing in San Francisco, a regional iteration of the
national trend of censorship women artists faced during the Gilded Age.
Mathews’s public statements regarding this incident are pragmatic and politic,
arguably for historic reasons.123 In 1886, a few years prior to his appointment to an
administrative and head instructor position in California’s leading art academy, a scandal
concerning women studying the male nude erupted at the Pennsylvania Academy of the
Fine Arts. 124 The head instructor of life drawing and the academy’s progressive director,
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Thomas Eakins (1844-1916), who had given a similarly provocative lecture on artistic
anatomy was censored by concerned parents claiming that curriculum focused on the
male nude violated their daughters’ virginity, a charge that forced Eakins to resign.125
While perhaps questioned in some San Francisco circles such as the Society for the
Suppression of Vice, the introduction of life drawing taught by Mathews in San Francisco
appears to have been readily accepted, perhaps because city leaders such as James D.
Phelan (who supported the women of the Sketch Club during the 1894 scandal) and other
prominent members of the school’s board supported such progressive reform.126 Initially,
instruction of this potentially controversial activity was entrusted to Mathews. His
Parisian training, his acclaim, and San Francisco’s desire to become a more sophisticated
cultural center overrode anxieties and even public ordinances, which prior to the Sandow
incident were not mentioned in relation to the San Francisco School of Design. In
responding to the Sandow incident, and perhaps addressing it as a potential threat to his
reform of art education in San Francisco, Mathews called the lecture “bad taste,” and
suggested “there are life classes for lady art students, of course, and it is right that there
should be. But this was nothing of that kind.”127 Although admonishing the women
artists of the Sketch Club, whose membership included his wife, Mathews’s public
remarks ensured that sanctioned study of the nude progressed unimpeded by groups like
restore her lost treasure of chaste and delicate thoughts.” This section also provides a discussion of
Anthony Comstock’s activities in suppressing or threatening suppression of the nude.
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the Society for the Suppression of Vice.128 Unfortunately, other attempts at public
censure of the nude in art continued.
A year later, in early spring of 1895, the San Francisco Call published a series of
articles detailing the work of the students of the School of Design (now the Mark
Hopkins Institute of Art, an affiliate of the University of California in Berkeley).129
“Clever Girls in the Life Drawing Class…Proof of What the Young Ladies Are Doing
Under A.F. Mathews,” described the work of more than thirty young women attending
Mathews’s women’s life drawing class and illustrated their accomplishments with
reproductions of “representative studies” demonstrating proficiency in drawing130
Reiterating his 1891 defense, Mathews’s pointed out:
It is discouraging, as well to the teacher as to the pupil…to find that with strong
ability, clever technical knowledge and earnest purpose a student is spoiled
because home or social influences decline to recognize the fact that a girl is
earnest….What I most desire to have understood is that they, the girls, should be
accorded equal chances with the boys. Let the girl work out her own artistic
future just so far as she may be able. [for emphasis]131
This statement reinforces his belief that the general lack of support from friends, family,
and society prohibited equality.
An exemplary student used to illustrate Mathews’s point was Laura Adams, whose
An Independent Study (figure 9) represented excellent proof of what of the young ladies
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were doing under A.F. Mathews.132 Tame by our standards, in 1895 this simple sketch of
a standing male nude was newsworthy. Given the Sandow scandal the year before, news
coverage of female students sketching male nudes and announcements about an
upcoming exhibition of their work generated further anxiety over the body and provoked
more attempts at censorship. Less than a month after “Clever Girls in the Life Class”
was published, Mathews was stating publicly, that “the nude in art, is art” and fighting a
newly proposed city ordinance that built on the state law cited by Kane and transcribed in
the San Francisco Call in 1894.133 Using criminal punishment as their threat, the Society
for the Suppression of Vice under Kane’s leadership was attempting to prevent display of
student work in the upcoming Spring Exhibition at the San Francisco School of Design,
within which a third of the works were nude studies.134 In response, John Martin, the
Assistant Secretary of the San Francisco Art Association asked, “Does Secretary Kane
expect to demolish art in San Francisco?....Why, what would become of art
exhibitions?”135 Undoubtedly, the answer was yes, and Mathews immediately expressed
disdain.
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Figure 9. After Laura Adams, An Independent Study, 1895, newspaper illustration, 11 x 5 cm. In “Clever
Girls in the Life Class…Proof of What the Young Ladies are Doing Under A.F. Mathews,” San Francisco
Call (San Francisco), March 22, 1895. California Digital Newspaper Collection, Center for Bibliographic
Studies and Research, University of California, Riverside, <http://cdnc.ucr.edu>.

Addressing the implied slander of art education, art students, and art exhibitions as
sexually promiscuous or voyeuristic in nature, Mathews bluntly stated:
I do not know who introduced a resolution for such an ordinance, but I will say
that whoever it was, he was a brute with a beastly mind, providing that the
provisions of the ordinance are so wide as to include all 'exhibitions of the nude.'
The nude in art is art, not nudity in the sense recognized by the man capable of
presenting or favoring such an ordinance. [for emphasis]136
Mathews’s demonization of the mindset responsible for this ordinance addressed both the
man who wrote it and contemporary San Franciscans interested in generating stigma
toward artists, art education, and art exhibition. As the 1895 Spring Exhibition went
forward with nude studies included, it seems that the artists of the city (and the
136
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“increasing army of girls” among them) won against policing of the nude in art and
attempts at censoring women. Once again, Mathews advocated for women’s education
and ensured women’s right to exhibit.
By 1896, the year that Shaw appeared in San Francisco to lecture on “The New
Man,” Mathews’s art reveals his New Man feminist tendencies, marked by his
commitment to promoting ‘co-operation’ with women, his advocacy for women’s full
inclusion into the arts as equals, and his ongoing efforts to provide women with access to
professionalization. San Francisco Guild of Arts & Crafts Poster (figure 10), reproduced
in the San Francisco Call as the “Maiden at the Press” (figure 11), shows a powerful
young Victorian woman engaging in the heavy labor of artistic printmaking or
bookbinding.137 In a time when the New Woman was sexualized, caricatured, censored,
and excluded from professional organizations (including, in this case, the San Francisco
Guild of Arts and Crafts), Mathews puts forward a vision of confidence and skill.138 The
strong diagonal created by the edge of her skirt and neck, the movement created by her
outstretched arms pulling the press’s lever, and her billowing sleeves pushed back at her
shoulders, emphasize her upper body, her coordinated movement, and her physical
strength. Mathews presents a woman of substance and capability. She is a New Woman
as the Women’s Herald had defined her, demanding “a share in the struggles, the
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responsibilities and the honours of the world.” She promotes, like Mathews’s writing and
pedagogy defend, the dignity of modern women artists. In San Francisco, Mathews
encouraged her potential and professional development. He was her co-operative and
congenial friend — a better educated, more just, and more intelligent male advocate. As
a New Man, he welcomed women artists to join California’s emerging Arts and Crafts
movement, a movement that led to a greater inclusion of “new women” artists evident in
the activities of his most ambitious female students.

Figure 10. Arthur F. Mathews, Guild of Arts and Crafts Exhibition Poster, 1896, offset lithograph on paper,
28 x 21 in., Oakland Museum of California, Oakland, California. Courtesy of the Collection of the Oakland
Museum of California, Museum Purchase from the Arts and Crafts Good Life Fund. A94.107
Figure 11. Arthur F. Mathews, Maiden at the Press, 1895, newspaper illustration, 12 x 9 cm. In "'MAIDEN
AT THE PRESS,' A Striking Poster Exhibited at the Guild of Arts and Crafts," San Francisco Call (San
Francisco), January 20, 1896. California Digital Newspaper Collection, Center for Bibliographic Studies
and Research, University of California, Riverside, <http://cdnc.ucr.edu>.
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Chapter 5: Concluding Thoughts and New Directions For Future Research

The aim of this master’s thesis has been to produce the first feminist reading of
Arthur F. Mathews by contextualizing his educational practice within his own ‘defense’
of female students in editorials and interviews, his revised curriculum for the San
Francisco School of Design, the concurrent progressivism in art education internationally,
and the accomplishments of his successful female students. For the first time, I present
Mathews as a “new man,” a contemporary term borrowed from a speech given by
Reverend Anna Howard Shaw campaigning for suffrage in San Francisco in 1896. To do
so, I consider Mathews’s views on women in relation to the contentious gender politics
occurring during the Gilded Age, particularly his expressed ‘defense’ of women artists,
and through the lens of “co-operation” that Shaw defines as essential for partnerships
between men and women. While I do not assert that Mathews was lacking in patriarchal
privilege, for he assuredly was not, I do argue that the positions of authority Mathews and
other progressive “new men” occupied in the 1890s created greater equality for emerging
women seeking careers in male dominated fields, including that of art. In considering
closely what it meant for female students to be included in life drawing curriculum
featuring the male nude, and what it meant for men to defend women artists against
censorship in this activity, I offer insights about male artists who supported the rise of
“new women” and who were responsible for granting women access to institutions and
opportunities from which women had previously been barred. I present a very specific
regional case study on a relatively unknown California artist as suggested by John Davis
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in "Only in America: Exceptionalism, Nationalism, and Provincialism" (2015). By virtue
of his education abroad and his progressivism as an educator, I argue that Mathews can
be understood as representative of larger trends in nineteenth-century American art and
art education.
To strengthen the argument that Mathews was a “new man” feminist, primary sources
related to the Académie Julian and its progressive director and founder Rodolphe Julian
are considered closely. These show the synchronicity between developments in
education in Paris and developments in education in San Francisco. For example, the
marked similarity between Julian’s inclusion of women in life drawing for the first time
in the West, and Mathews’s inclusion of women on America’s West Coast, and their
promotion of these actions in newspapers, show an affinity professionally and
ideologically that connects a relatively unknown American regional painter with the
director of an innovative, private Parisian art academy that accommodated a majority of
American art students studying under Paris’s best academic artists outside the confines of
the École des Beaux Arts. Looking carefully at archival documents and photographs
from Mathews’s tenure as Director and Dean of Faculty at the San Francisco School of
Design, I reveal his support for progressivism in art education and exhibition, and his
opposition to attempts at censorship of women, their study of life drawing, and their
exhibition of nude studies, all of which facilitated new opportunities for women artists.
Conflicting responses to the professionalization of women artists became part of what has
been identified as the “woman question,” and examples of conflicting views that I present
complicate primary sources and ground my analysis within the politically charged
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climate surrounding discourse on gender in San Francisco at this time. Mathews’s
encouragement of women taking on masculine roles, such as female art students studying
from the live male nude, is contextualized within negative responses to women pursuing
professionalization in order to further develop and understand Mathew’s ongoing defense
of women artists and the opposition of “new men” like him towards attempts at
censorship. Supported by feminist scholarship on art education as gatekeeper, gender as
policed performance, the body as an idea, and the subject-object relationship, I discuss at
length and in relation to the experiences of his female students Mathews’s published
‘defense’ of their education and work during his early tenure at the San Francisco School
of Design.
A number of women who studied under Mathews became artists of note in their own
rights. Among them are his wife Lucia Kleinhans, and her close friend Florence
Lundborg, as well as other representative California women artists, educators, and
political advocates, who, pending further research, will be the subject of future work.
These women, each with significant careers in California, are notable for their production
of art and also for the examples they provide of the very qualities and accomplishments
Mathews claimed women were fully capable of achieving if given equal access to formal
training and the support of institutions, societies, friends, and family. Individually and
collectively, these women created careers “worthy of the name of art” and pursued
artistic futures successfully. Connected to Mathews in multifaceted ways — through
education, study abroad, stylistic choices, subject matter, and advocacy for women —
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they demonstrate victories for the “increasing army of girls” Mathews supported
throughout his career.
While contributing original research to the fields of feminism, the history of art
education, and the history of California art, this thesis is also a mere beginning. Much
more can and must be done to evaluate Mathews’s “new men” feminist contemporaries
and the historic moment they occupy in relation to the rise of women artists during the
Gilded Age. Obvious case studies on the East Coast would include William Merritt
Chase and Frank Duveneck, but progressive male instructors in other top-ten American
cities in the 1890s, such as St. Louis, Baltimore, Cincinnati, and Buffalo, also will make
exciting case studies. In future work, I plan to trace their connections to the Académie
Julian, to one another, to literature on art education, and to the education of women
within a larger project on this period that looks deeply and more broadly at what we can
understand as “new man” feminism.
Furthermore, this project is but the start of the recovery of Mathews’s female students
who, as a group, are significant in the remarkable history of art in California and, more
broadly, art in the United States. Their careers, with varying degrees of renown, occupy
a period in which California women artists were trailblazers, such as the first women to
study live nude drawing from a male model in a San Francisco public institution of
higher education, the first female students from the school to study abroad in Paris under
Whistler, the first women to execute a prominent mural commission alongside Mathews,
and more accomplishments that make them important and distinctive. Their successful
careers, while eventually independent of Mathews (with the obvious exception of Lucia),
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contribute to our understanding of his impact on the history of art in California. For, in
being successful, his female students exemplified and validated the claims Mathews
made about female students and what they could achieve.
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Appendix A: Arthur F. Mathews Exhibition History, 1972-2015
This appendix catalogs a selection of local, national, and international exhibitions that
feature works by Arthur Mathews, or mention him in connection with Lucia, in order to
create a general history of display following OMCA’s substantial accessions of the
Mathewses’ work from the Harald Wagner estate in the mid-1960s. The purpose of this
appendix is to sequence how knowledge of Mathews has been formed by museum
exhibitions, namely what works have been displayed and written about by California
museums, out of state museums, and international exhibitions, and in what context. The
appendix presents these exhibitions chronologically, with their venues and work(s) by
Mathews or Lucia listed, and their respective catalogs cited. Additionally, exhibitions
that feature or mention San Francisco women artists who studied under Mathews (in
addition to Lucia) are marked with three asterisks, and whether or not Mathews is
discussed in connection with their training is specified. From the results, it is clear that
only one retrospective of the Mathewses occurred outside of California in 1972. With the
exception of two American Renaissance exhibitions that followed (in 1979 and 1983
respectively) and one followers-of-Whistler exhibition (2003-2004), out of state and
international venues present Mathews and Lucia as California Arts and Crafts designers
primarily, rather than California painters — a presentation that limits our understanding
of their multifaceted careers in California as artists and educators. The exhibitions also
reflect existing scholarly literature and analysis. With respect to Mathews’s successful
female students, only two exhibitions both include work by prominent California women
artists who studied under Mathews and identify Mathews as their instructor.
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Select Museum Exhibitions
Featuring Arthur and Lucia Mathews, 1972–2015:

1970-1971: “A Century of California Painting”
Venues: Crocker-Citizens Plaza Los Angeles, Fresno Arts Center, Santa Barbara
Museum of Art, California Palace of the Legion of Honor, Sassaiet Gallery at the
University of Santa Clara, E. B. Crocker Art Gallery, Oakland Museum
Works: paintings by Arthur Mathews, The Wave (n.d.) and Palace of Fine Arts
with Allegorical figures
*** Works by Anne Bremer and E. Charlton Fortune are exhibited, but their
connection to Mathews is not mentioned.139

1972: “Mathews: Masterpieces of the California Decorative Style”
Venue: The Oakland Museum, Santa Barbara Museum of Art, Fine Arts Gallery
of San Diego, Milwaukee Art Center, Cincinnati Art Museum
Works: Paintings, decorative objects, ephemera by Arthur and Lucia Mathews
This exhibition was the first Mathewses retrospective and included works from
OMCA’s permanent collection primarity, and loans from the de Young, Mills
College, and private collections.140

1972- 1973: “The Arts and Crafts Movement in America 1876-1916”
Venues: The Art Museum, Princeton University, The Art Institute of Chicago, and
the Renwick Gallery of the National Collection of Fine Arts
Works: Furniture Shop Desk (1915) attrib. to Arthur and Lucia Mathews and
Covered Jar (1906-1920) attrib. to Lucia Mathews from the Oakland Museum of
California collection.141

139

Kent L. Seavy et al., A Century of California Painting, ed. Kent L. Seavy (Crocker-Citizens
National Bank, 1970). The catalog was privately published, probably by the bank that sponsored this
exhibition in commemoration of its one hundredth anniversary. Mathews’s The Palace of Fine Arts with
Allegorical Figures, served as the frontispiece, and he is mentioned in the summary of “1890-1910,” by
Paul C. Mills, 9, 22-23.
140

Jones, Mathews: Masterpieces of the California Decorative Style, (1972). This exhibition catalog
was revised for publication as part of a second Mathews retrospective at the Oakland Museum in 1985.
141

Robert Judson Clark, The Arts and Crafts Movement in America, 1876-1916 (Princeton: Princeton
University Press, 1972), 107-108.
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1974: “California Design 1910”
Venue: Pasadena Center
Works: Furniture Shop: 12 pieces of furniture and decorative objects attributed to
the Furniture Shop and Arthur and Lucia Mathews, or the Furniture shop at each
artists individually.142

1979: “The American Renaissance, 1876-1917”
Venue: Brooklyn Museum of Art
Works: Furniture Shop: Desk (c. 1910) attrib. to Arthur and Lucia Mathews, and
painting by Arthur Mathews, California (1905) from the Oakland Museum of
California collection.143

1983: “The Quest for Unity: American Art Between World’s Fairs 1876-1893”
Venue: Detroit Museum of Art
Works: painting by Arthur Mathews, Paris Studio Interior (1887-1889) from the
Oakland Museum of California permanent collection.144

1985: “Mathews: Masterpieces of the California Decorative Style”
Venue: The Oakland Museum of California
Works: Paintings, decorative objects, ephemera by Arthur and Lucia Mathews
This exhibition was the second Mathewses retrospective and included works from
OMCA’s permanent collection, and loans from the de Young, Monterey
Peninsula Museum of Art, Hirshhorn Museum, and private collections.145

142

Harvey L. Jones, "Arthur and Lucia Mathews," in California Design 1910, by Timothy J. Andersen,
Eudorah M. Moore, Robert Winter, and Morley Baer (Santa Barbara: Peregrine Smith, 1980), 88-95.
143

Brooklyn Museum, The American Renaissance, 1876-1917 (Brooklyn: Brooklyn Museum, 1979),
150, 167, 214, 224.
144

David C. Huntington, The Quest for Unity: American Art Between World's Fairs, 1876-1893
(Detroit: Detroit Institute of Arts, 1983), 117-119.
145

Jones, Mathews: Masterpieces of the California Decorative Style, (1985). This is a revision of the
1972 catalog to accompany a second Mathews retrospective at the Oakland Museum in 1985.
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1987: “‘The Art That Is Life’: The Arts & Crafts Movement in America, 1875-1920”
Venue: Boston Museum of Fine Arts
Works: Furniture Shop: Desk (1910-1915) attrib. to Arthur and Lucia Mathews,
and Rectangular Box With Lid (1929) attrib. to Lucia Mathews from the Oakland
Museum of California permanent collection.146

1989: “The American Canvas: Paintings from the Collection of the Fine Arts Museums
of San Francisco”
Venue: Fine Arts Museums of San Francisco,
Works: painting by Arthur Mathews, The Grape (1906) and Song of the Sea (The
Three Graces) (1909).147

1993-1994: “The Arts and Crafts Movement in California: Living The Good Life”
Venues: Oakland Museum of California, Renwick Gallery of the National
Museum of American Art, and the Cincinnati Art Museum
Works: Furniture Shop: Folding Screen (1910-1915) and Covered Jar attrib. to
Lucia Mathews (1910-1915), Desk (1910-1915) attrib. to Arthur and Lucia
Mathews, painting by Arthur Mathews, Youth (1917) in Furniture Shop frame
(n.d.) from the Oakland Museum of California permanent collection.148

1995: “Twilight and Reverie: California Tonalist Painting, 1890-1930”
Venues: Oakland Museum of California and Laguna Art Museum
Works: Ten portrait, landscape, cityscape, and seascape paintings by Arthur and
Lucia Mathews from the Oakland Museum of California permanent collection,
with loans from private collections.
***Several of Mathews’s female students are mentioned in connection with
Whistler, but their connection to Mathews is not discussed. 149

146

Wendy Kaplan, "The Art That Is Life": The Arts & Crafts Movement in America, 1875-1920
(Boston: Little & Brown, 1987), 191-193.
147

Marc Simpson, Sally Mills, and Jennifer Saville, The American Canvas: Paintings from the
Collection of the Fine Arts Museums of San Francisco (New York: Hudson Hills Press in Association with
the Fine Arts Museums of San Francisco, 1989), 190-191, 244.
148

Kenneth R. Trapp, "The Arts and Crafts Movement in the San Francisco Bay Area," in The Arts and
Crafts Movement in California: Living the Good Life, ed. Kenneth R. Trapp (Oakland: Oakland Museum,
1993), 129-161.
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1995: “Facing Eden: 100 years of Landscape Art in the Bay Area”
Venue: Fine Arts Museums of San Francisco
Works: Paintings by Mathews: California (1905), Discovery of the Bay of San
Francisco (1896), View from Skyline Boulevard, San Francisco (1915)
*** Works by Anne Bremer and E. Charlton Fortune are exhibited, and their
connection to Mathews is mentioned. 150

1995: “Independent Spirits: Women Painters of the American West, 1890-1945”
Venue: Autrey Museum of Western Heritage
Works: Portrait by Lucia: Woman Sketching (n.d.)
***Anne Bremer, E. Charlton Fortune, Mary Deneale Morgan are mentioned, but
their connection to Mathews is not. 151

2000: “Made in California: Art, Image, and Identity, 1900-2000”
Venues: Los Angeles County Museum of Art and Oakland Museum of California
Works: Furniture Shop: Desk (1910-1915), Three-Panel-Screen (1913), and
Rectangular Box with Lid (1929) attrib. to Arthur and Lucia Mathews; painting by
Arthur F. Mathews, California (1905).152

2001: “Women Designers in the USA, 1900-2000: Diversity and Difference”
Venue: The Bard Graduate Center for Studies in the Decorative Arts, Design, and
Culture
Works: Furniture Shop: Folding Screen (1910-1915) attrib. to Lucia Mathews
***Work by Anne Bremer is exhibited, but her connection to Mathews is not
mentioned. 153
149

Harvey L. Jones, Twilight and Reverie: California Tonalist Painting, 1890-1930 (Oakland: Oakland
Museum, 1995), 25, 40-41, 52-53, 55, 60, 62.
150

Nancy Boas and Marc Simpson, “Pastoral Visions at Continent’s End: Painting of the Bay Area
1890-1930,” in Steven A. Nash and Bill Berkson, Facing Eden: 100 Years of Landscape Art in the Bay
Area (San Francisco: Fine Arts Museums of San Francisco, 1995), 30-59.
151

Scharff, "Introduction: Women Envision the West, 1890-1945," ed. Patricia Trenton, in
Independent Spirits, 8.
152

Stephanie Barron, Sheri Bernstein, and Ilene Susan Fort, Made in California: Art, Image, and
Identity, 1900-2000 (Los Angeles: Los Angeles County Museum of Art, 2000), 80-83.
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2003-2004: “After Whistler: The Artist and His Influence on American Painting”
Venues: High Museum of Art in Atlanta and The Detroit Institute of Arts
Works: painting by Arthur F. Mathews, Lucia Reading (1899), painting by Lucia
K. Mathews, Child in White (n.d.) from the Oakland Museum of California
permanent collection.154

2005-2006: “International Arts and Crafts”
Venues: Victoria and Albert Museum, the Indianapolis Museum of Art, and the
Fine Arts Museums of San Francisco
Works: Furniture Shop: Lidded Jar (1906-1920), Screen (1910-1915),
Drop Front Desk (1910-1915) from the Oakland Museum of California
permanent collection.155

2006: “The Monterey Peninsula Art Colony, 1875-1907”
Venue: Oakland Museum of California
Works: Seven landscape, four allegorical/mythological, and one history painting
by Arthur Mathews; two landscapes and one portrait painting by Lucia Mathews;
Furniture Shop: Desk (1910) attrib. to Arthur and Lucia Mathews
*** Works by Jane Gallatin Powers, Mary Deneale Morgan, Bertha Stringer Lee,
Isabel Hunter, and Maren Froelich are exhibited, and their connection to Mathews
is mentioned.156

153

Ella Howard and Eric Setliff, "‘In a Man's World’: Women Industrial Designers," in Women
Designers in the USA, 1900-2000: Diversity and Difference, by Pat Kirkham (New Haven: Yale University
Press, 2000), 269, 294.
154

Linda Merrill, After Whistler: The Artist and His Influence on American Painting (Atlanta: High
Museum of Art, 2003), 49-50.
155

Edward R. Bosley, "Western North America: Nature's Spirit." In International Arts and Crafts, ed.
by Karen Livingstone and Linda Parry (London: V & A, 2005), 193-197.
156

Shields, Artists at Continent's End: The Monterey Peninsula Art Colony, 1875-1907, 83-109, 230232, 238-240, 245-248, 252-253.
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2006: “California As Muse: The Art of Arthur and Lucia Mathews”
Venue: Oakland Museum of California
Works: Full retrospective from the Oakland Museum of California permanent
collection, with loans from the de Young, Monterey Museum of Art, Hirshhorn
Museum, and private collections.
*** Anne Bremer, E. Charlton Fortune, Isabel Hunter, and Florence Lundborg are
mentioned as students of Mathews, but their work is not exhibited. 157

2012: “Arthur and Lucia Mathews: Highlights of the California Decorative Style”
Venue: Nevada Museum of Art
Works: Highlights from the Oakland Museum of California collection.158

2015: “Jewel City: Art From San Francisco’s Panama Pacific International Exposition”
Venue: Fine Arts Museums of San Francisco
Works: California (1904) and The Victory of Culture Over Force (1914)
*** Works by Anne Bremer and E. Charlton Fortune are exhibited, but their
connection to Mathews is not mentioned.159

157

Jones, The Art of Arthur and Lucia Mathews (2006).

158

Nevada Museum of Art, "Arthur and Lucia Mathews: Highlights of the California Decorative Style
| Nevada Museum of Art," Nevada Museum of Art, 2014, accessed October 10, 2014,
https://www.nevadaart.org/exhibition/arthur-and-lucia-mathews-highlights-of-the-california-decorativestyle/.
159

James A. Ganz, ed., Jewel City: Art from San Francisco's Panama-Pacific International Exposition
(San Francisco: Fine Arts Museums of San Francisco, 2015).
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